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Introduction 
Indian Writing in English has emerged as a significant, dynamic and 
versatile body of writing; the Indian English novel, in particular, has and 
continues to make a stunning impact on global audiences. Many major 
novels written in the post–imperial period have been authored by Indian 
novelists writing in English. In any discussion of the immense 
contribution of Indian fiction to world literature, Salman Rushdie, born in 
1947, is the first name that comes to mind. A prolific writer, Rushdie shot 
into fame with the publication of Midnight’s Children (1981) hailed by 
many as a „trail blazer‟ and a „trend setter‟ which infused new life into the 
novel form. Spanning a period of more than three decades, Rushdie‟s 
creative output of more than ten novels has consolidated his stature as an 
international writer. Rushdie made his debut in literary field in1975 with 
Grimus, a fantasy that describes in amusing prose the odyssey of the 
„Flapping Eagle‟ in search of truth. Rushdie‟s first major novel 
Midnight’s Children published in 1981 is the story of the post-partition 
India in the form of a complex comic allegory presented through the life 
of its central character Saleem Sinai. The novel won Booker Prize and the 
Booker of Bookers and was adapted for stage in 2003.  Rushdie‟s third 
novel Shame published in 1883 is steeped in magic-realism and allegory, 
and deals with the gloomy political and religious situation of Pakistan in 
the 1980‟s. Here Rushdie uses finely veiled figures from the political 
history of Pakistan and uses the tale of a family as a metaphor for the 
whole country. Rushdie‟s fourth novel, The Satanic Verses was published 
in 1988 and some parts of this allegorical novel were sacrilegious that 
enraged many Muslims across the world. This novel earned Rushdie a 
fatwa, a death decree, by the Iranian super head Ayatollah Khomeini in 
1989. Evoking a sharp reaction from Muslims, the novel was banned in 
many countries including India and Pakistan. From his hiding in 1990, 
Rushdie wrote Haroun and the Sea of Stories, a novelistic allegory 
against censorship. Rushdie also wrote a book of short stories East, West 
in 1995. The Moor’s Last Sigh, a novel published in 1995 examines the 
contemporary India through the life of a Jewish-Christian family. It 
particularly focuses on the life of minorities and low-castes as targets of 
Hindu terrorism. Rushdie‟s another novel The Ground beneath her Feet 
published in 1999, mingles myth and reality in a surreal world of 
celebrity. Set in the world of rock music, it embodies a tragic 
apprehension of life that holds in an aesthetic poise the Dionysian and the 
Apollonian visions. In 2001 Rushdie came up with yet another novel 
named Furry. The novel uses the fantasy of a science fiction to highlight 
Rushdie‟s persistent theme of exile and search for roots. In 2005 Rushdie 
wrote Shalimar the Clown. Spanning the globe, Shalimar the Clown is 
exclusively a study of Kashmir. The novel romanticizes the idea of 
„Kashmiriyat‟ and how it degenerates under a certain set of forces.  The 
Enchantress of Florence published in 2008 is a romantic fantasy of 16th-
century East and West, chiefly the tales of Mughal India and Renaissance 
Italy. In this novel, Rushdie slots in certain myths and fictional elements 
into genuine history of Mughals to render it obscure and uncertain, 
mocking the historians claims of a certain   Rushdie‟s latest novel is Luka 
and the Fire of Life published in 2010. 
In my dissertation titled “Contesting History: A Study of Salman 
Rushdie’s Shalimar the Clown and The Enchantress of Florence,” I 
propose to study the select novels with a view to showing how Rushdie 
consciously distorts and tampers with history. In a broader sense, the aim 
of this dissertation is to study postmodern and postcolonial historical 
novels, which are labeled by Linda Hutcheon as “historiographic 
metafictions,” in terms of their allowing for different voices and 
alternative, plural histories by subverting the historical documents and 
events that they refer to. The study analyzes Rushdie‟s selected texts from 
Postmodern and Postcolonial perspectives as examples in which 
boundaries between fact and fiction are broken. Basing its arguments on 
Poststructuralist understanding of history, the thesis puts forth the 
argument that historiography not only presents past events but also gives 
meaning to them, as it is a signifying system, and turns historical events 
into historical facts. Official historiography, while constructing historical 
facts, makes a selection from past from a particular national ideological 
perspective. This inevitably leads to the marginalization of many groups 
who are denied an official voice by hegemonic ideologies. Therefore, in 
postcolonial lingo, history is regarded as monologic, representing the 
dominant discourse. The thesis will analyze two selected novels of 
Rushdie, Shalimar the Clown and The Enchantress of Florence, as 
double-voiced discourses where the dominant voice of history is refracted 
through subversion and gives way to other voices that have been 
suppressed. While analyzing the novels themselves, the thesis will look 
for the metafictional elements of the texts, stressing self-reflexivity, non-
linearity of narrative, and parodic intention to pinpoint the refraction and 
the co-existence of plural voices. As a result, historiographic metafiction 
acts as a liberating genre, for postmodern and postcolonial, writers that 
enable other histories to be heard and to be verbalized. This study 
analyzes Shalimar the Clown and The Enchantress of Florence as 
postmodernist historical novels in line with the form historical fictions 
have taken with the introduction of Postmodernism. The study argues that 
Rushdie‟s novels can be read as subversive texts that problematize the 
boundary between history and fiction, and question the monology and 
claim to objectivity of historical representation. This study categorizes 
these novels as representatives of historiographic metafictions which 
enable different voices to be heard by opening the dominant discourse of 
history to scrutiny by multiple voices. These postmodernist texts are 
analyzed with respect to their use of different voices and alternative 
histories, through the writer‟s emphasis on how history is a construct. It is 
after the linguistic turn, which denotes the poststructuralist deferral/split 
between the signifier and the signified and its subsequent influences on 
other fields of study that a rather different view of the historical novel has 
emerged. What is „new‟ in the historical novel is its treatment of history 
as a form of discourse. The postmodernist view of history argues against 
conventional history writing, which is claimed to be shaped ideologically 
by the dominant discourse, and against its claim to represent historical 
events truthfully and objectively. In order to challenge and interrogate the 
objectivity of conventional history writing, it bases its arguments heavily 
on the poststructuralist theories which claim that language creates and 
shapes reality. The poststructuralist view entails the idea that there are 
plural meanings and truths as opposed to one meaning or one “Truth”. It 
is a denial of the empirical concepts of history on which traditional 
historical novels before the introduction of postmodernist views were 
based. The inclusion of history in recent postmodern fictions like those of 
John Fowles‟ A Maggot, E. L. Doctorow‟s Ragtime, Norman Mailer‟s 
Armies of the Night, Robert Coover‟s The Public Burning and Salman 
Rushdie‟s Midnight’s Children and Shame has been reshaped by the 
postmodernist theory of history as theorized by E. H Carr, Hayden white, 
F.R Ankersmit and others. The postmodernist historical novel questions 
the clear-cut division between history and fiction, since, history has 
become more literary and literature more historicized as a result of the 
postmodern condition. By means of their overt metafictionality, 
postmodern texts challenge the capacity of history to represent reality 
outside the text, and the truth value of historical knowledge as well. The 
fact that they are highly self-reflexive novels points to the process of 
constructing, ordering and selecting, which presupposes that history is a 
subjective construct as all literature is. Therefore, postmodernist historical 
novels attempt to insert history into fiction to subvert received historical 
“facts” and rewrite them from a perspective different from the accepted 
interpretation. In such postmodernist texts, which question the 
problematized relations between history and fiction, the hitherto silenced 
histories of marginalized groups are sometimes foregrounded through this 
rewriting and subverting of historical material. As these arguments also 
suggest, the postmodern elements and the self- reflexivity of the novels 
that will be analyzed in this study help point out the devices by which 
postcolonial historiography produces meanings and challenge „standard‟ 
historiography‟s authority. 
In Midnight’s Children and Shame, Salman Rushdie makes 
thematizes the history of India and Pakistan, and openly parodies the 
historical discourse of the colonial West. These novels are also studied in 
terms of how they highlight the silenced histories of marginalized groups 
such as ethnic and political minorities, and the colonized, through 
rewriting historical facts within the different contexts that the novels draw 
on. These novels try to reveal the attempts of Rushdie‟s characters to 
challenge the totalitarian history writing of the West. The novels are 
analyzed in terms of their postmodernist and metafictive elements and 
how they are used subversively to challenge the boundary between story 
and history to bring the untold stories to the fore. Rushdie‟s ways of 
questioning the objectivity of history involve the use fantasy, magic 
realism, and parody in a subversive way to challenge not only historical 
representation but the limiting boundaries of any kind. It is claimed in 
this study that the genre of historical fiction becomes a liberating 
narrative for postmodern and postcolonial writers to convey difference 
and heteroglossia and offer alternative histories.  
The first chapter of this dissertation titled “History - Fiction 
Interplay and the Postmodern Intervention” traces out the 
development of the relationship between history and fiction right from the 
Greek times until the beginning of postmodernism. Beginning with the 
theorizing of Aristotle that there is a distinction between history and 
poetry, the former dealing with only particulars while the later being 
more universal in scope, this chapter goes on to explore the relation 
between history and literature in the 18
th
 century, the period of the 
flourishing of the English novel. Drawing heavily on Collingwood‟s The 
Idea of History, this chapter also explores the developments within the 
very academic field of history writing and historiography right from the 
Greek Herodotus and Thucydides, through the medieval and Renaissance 
historiographers to the objectivist and scientific historians like David 
Hume, Gibbon and Ranke. The major argument of this chapter is the 
complex interplay of history and fiction in the 18
th
 and 19
th
 century novel 
particularly those of Henry Fielding and Walter Scott. Another major 
argument of this chapter is the interrogation of the relationship between 
history and fiction in the postmodern era. With the beginning of 
postmodernism, the novelists taking cue from poststructuralist 
theoreticians write novels where the line of boundary between history and 
fiction, reality and fantasy, and art and life is quite blurred. The 
promiscuous intermixing of historical facts and myth and legend resulted 
in a new kind of fiction called the „historiographic metafiction‟. Hayden 
White‟s Metahistory becomes pivotal for the discussion of the 
postmodern historiography, while as Linda Hutcheon‟s A Poetics of 
Postmodernism serves as the guideline for the discussion of the 
postmodern historical novel. 
The second chapter titled “Postcolonial Historiography and 
Salman Rushdie” deals briefly with the colonial discourse that presides 
over the description of colonies and colonial people, Africa in particular, 
and the rise of postcolonial history writing in the novels of African 
writers like Chinua Achebe and Joyce Carry. However, the main content 
of this chapter is a brief survey of Salman Rushdie‟s two novels, 
Midnight’s Children and Shame as historiographic metafiction that blurs 
the distinction between history and fiction in a typical postmodern way. 
An attempt has been made to see how Rushdie problematizes the 
traditional assumptions about history by incorporating the mode of 
historiographic metafiction in these novels along with typical postmodern 
literary devices like parody, pastiche, irony, palimpsest, literalization of 
metaphor and, of course, magic realism. 
In the third chapter titled “Shalimar the Clown: The Lost Eden,” 
the tragic history of Kashmir under oppressive Indian rule and 
fundamentalist apathy has been explored. Rushdie looks at the different 
factors that have gradually over the period of time eroded the much 
cherished ideal of Kashmiriyat and brought Kashmir to the brink of 
destruction. He does so in an allegorical fashion through the live of the 
main characters of this novel Boonyi Kaul and Shalimar, whose lives fall 
apart with the arrival of an American ambassador to India by the name of 
Max Ophulus. Ridiculing high/official history, claiming Kashmir a part 
of India, Rushdie subverts it and gives his version of Kashmir history as 
„Kashmir for kashmiris,‟ at the same time he blasts the oppression and 
exploitation that Islamic fundamentalists do in the name of Islam. The use 
of magic realism in this novel blurs the distinction between reality and 
fantasy leaving the readers tracing for the boundary between the two. An 
attempt has also been made to see and analyze the use of magic realism 
and other literary devices employed in the writing of this novel. 
In the fourth chapter titled “The Enchantress of Florence: 
Revisioning History,” Rushdie‟s engagement with history is viewed via 
the encounter of a European traveler with the Mughal king Akbar and the 
story, the foreigner has to tell. Not just the stories of real historical figures 
like Akbar and Machiavelli, but also some fictional characters like Qara 
Koz and Argalia have been woven together so as to bring home the 
notion that history after all is a human construct and there is no certainty 
about the so called historical facts. The chapter tries to discover how 
Rushdie remuolds the history of Mughals by introducing the myth of a 
hidden princess Qara Koz and by doing so not only questions the 
certainty of standard history but actually gives his own version of history 
that demands readers full attention. The chapter also tries to see how the 
colonial designs are manifest in the description of the missionaries that 
have arrived in the court of Akbar. 
The Conclusion sums up the major points of argument and the 
reaffirmation that history cannot escape complicity with power factors 
like the discursive nature of representation, subjectivity and politics and 
that history and fiction cannot be separated into two different discourses. 
 
 
 
 
 
Chapter 1 
History-Fiction Interplay and the Postmodern Intervention 
The interplay of History and Literature is well known. The two share a 
long relationship of mutual complementarity. This relationship has 
evolved through various stages of co-operation, confrontation, and even 
problematization. The two disciplines share obvious similarities as well 
as some underlying features discerned by insightful historiographers and 
literary critics. Before we proceed to analyze the intense engagement of 
history and literature, it becomes imperative to define the two disciplines. 
Literature, in a broad sense, implies “communication by written words or 
symbols when the purpose of communication involves some degree of 
emotional or aesthetic response as well as mere transfer of information”1. 
History on the other hand is defined as a continuous record of public 
events, or simply as a research into past events. To put it, “Historical 
study examines, analyzes, and interprets the surviving remains and 
records of everything that has happened to mankind”2. If history is the 
written account of events that actually took place in a society, literature is 
the written record of the actual as well as the imaginative events and 
                                                          
1
 A. Owen Aldridge, “The Interplay of History and Literature” in CLIO, 11, 3, (1981-
82), pp. 261-270. 
2
 Boyd C. Shafer quoted in A. Owen Aldridge, “The Interplay of History and 
Literature,” pp. 261-270. 
happenings. Thus both history and literature use language in order to 
record the presence of man in this world. 
In the beginning, History was considered a branch of literature and 
Quintilian even went to the extent of treating history as a form of epic 
closest to poetry amongst all prose forms. Quintilian argues that since the 
purpose of a historian is to narrate and not to demonstrate and persuade, 
he can very well use bold literary and rhetorical figures and expressions. 
Both history and literature are supposed to have originated from myth and 
in the beginning shared a common subject matter.  Arnold Toynbee in his 
masterwork A Study of History writes that history like the two different 
forms of literature Drama and Novel grew out of mythology. He calls 
mythology “a primitive form of apprehension and expression in which – 
as in fairy tales listened to by children or in dreams dreamt by 
sophisticated adults – the line between fact and fiction is left 
undrawn”3.None other than Aristotle himself first drew this distinction 
between history and literature. In his monumental book Poetics, Aristotle 
made a distinction between history and poetry by claiming that poetry is 
more serious and philosophical than history as it deals with universals 
while history deals with the particulars. According to Aristotle: 
                                                          
3
 Arnold Toynbee, A Study of History, Abridged by DC Somervell, London: Oxford 
University Press, 1946, p. 44. 
It will be clear from what I have said that it is not the poet‟s function to 
describe what has actually happened, but the kinds of thing that might 
happen, that is, that could happen because they are, in the circumstances, 
either probable or necessary. The difference between the historian and 
the poet is not that the one writes in prose and the other in verse….The 
difference is that the one tells of what has happened, the other of the 
kinds of things that might happen. For this reason poetry is something 
more philosophical and more worthy of serious attention than history; 
for while poetry is concerned with universal truths, history treats of 
particular facts4. 
The implication of this statement is that the historian is bound to speak 
only what has happened, being tied to the particularity of the past. On the 
other hand, the poet has the liberty to speak what could or might happen. 
In this way, the poet deals with universals than any particulars. Poetry 
reveals, “how a person of a certain type will on occasion speak or act 
according to the law of probability or necessity,” and, on the other hand, 
history tells us what “Alcibiades did or suffered”5. The deeper implication 
of Aristotle‟s distinction between history and poetry is that history is 
based upon invincible facts and particular events stung together in the 
                                                          
4
 Aristotle, “Poetics” in Criticism: The Major Statements, Charles Kaplan (ed.), New 
York: St. Martin‟s Press, 1975, pp. 43- 44. 
5
 Aristotle, “Poetics” in Criticism: The Major Statements, p. 30. 
order of time and space. The historian, thus, has nothing to do outside the 
realm of „what actually happened‟. On the contrary, the poet‟s job is not 
to report what has happened, but what is likely to happen, or what is 
capable of happening according to the laws of probability and necessity. 
The poet as a maker recreates the actual and portrays the picture of life 
with all its trivialities and varieties. As an artist, the form and the choice 
of subject-matter depend exclusively upon the poet. This implies that as a 
discipline, history deals only with the description of historical events 
without romanticizing it as happens in poetry. In poetry, the poet has a 
freedom to recast and remold history and other events in his own way by 
dint of his creative and imaginative faculty. In An Apology for Poetry, 
Sidney too discusses the distinction between history and poetry, however, 
in a different perspective. For Sidney the poet shows “what should or 
should not be” while the historian “tells you what is, or is not”6. What 
Sidney emphasizes is: 
If the poet do this part right, he will show you in Tantalus, Atreus, and 
such like, nothing that is not to be shunned; in Cyrus, Aneus, Ulysses, 
each thing to be followed; where the historian, bound to tell things as 
                                                          
6
 Philip Sidney, “An Apology for Poetry,” Criticism: The Major Statements, Charles 
Kaplan (ed.), New York: St. Martin‟s Press 1975, p. 133. 
they were, cannot be liberal of a perfect pattern, but, as in Alexander or 
Scipio himself, shows doings, some to be liked, some to be misliked7.  
In this sense, both Aristotle and Sidney make a distinction between poetry 
and history as a distinction between invention of events and a mere 
recording of them. In contemporary theory, the Aristotelian distinction 
between history and poetry becomes a distinction between „natural 
discourse‟ and „fictive discourse‟. Commenting on the same, Barbara H 
Smith writes: “Fictiveness is the characteristic quality of what we call 
„poetry‟ when we use the term in a broad sense bequeathed by Aristotle, 
i.e., to refer to the general class of verbal artworks”8. As opposed to 
fictive discourse, the natural discourse means “all utterances – trivial or 
sublime, ill-wrought or eloquent, true or false, scientific or passionate – 
that can be taken as someone‟s saying something, somewhere, sometime: 
i.e., as the verbal acts of real persons on particular occasions in response 
to particular sets of circumstances”9. On the other hand, “poems are not 
natural utterances, not historically unique verbal acts or events; indeed a 
poem is not an event at all, and cannot be said ever to have “occurred” in 
                                                          
7
 Philip Sidney, “An Apology for Poetry,” Criticism: The Major Statements, p.121. 
8
 Barbara H Smith, “Poetry as Fiction,” New Directions in Literary Theory, (ed.). 
Ralph Cohen, Baltimore: John Hopkins University Press, 1974, p. 165. 
9
 Barbara H Smith, p.166. 
the usual sense”10. Notably, this distinction between history and poetry as 
formulated by Aristotle was transformed in the 18
th
 century as a 
distinction between history and literature. However, in the 20
th
 century, it 
has been reformulated as a distinction between history and fiction. 
Among the various literary forms within fiction, the engagement of 
novel with history is the most conspicuous and the most debated one. 
Over the years, a constant evolution has marked the novelist‟s conscious 
as well as unconscious engagement with history and also the changing 
scope and nature of this relationship. To begin with, the newly found 
genre established its base by imitating history. It widened its scope by 
making use of actual historical personages and episodes within its 
fictional framework, and of late, has come to interrogate and even 
problematize the very discourse of history. Again, this engagement of 
history with novel is not without far reaching literary and cultural 
consequences. The two share social, cultural and ideological contexts, as 
well as some formal techniques. The result is that most of the present day 
critics and scholars have chosen to study the history fiction connection 
within the theoretical framework of Postmodernism and Postcolonialism. 
                                                          
10
 Barbara H Smith, p.173. 
The interface of history and fiction resulted in the evolution and 
popularization of a new literary form known as the „historical novel‟. The 
historical novel is a generic category that describes, analyzes and 
evaluates the connection between history and fiction. It is a narrative that 
reconstructs history imaginatively, and as a result, historical personages 
as well as fictional characters and events appear in this form. In a 
historical novel, the plot is set amidst historical events, or more generally, 
the author uses real events but adds one or more fictional characters, or 
changes the sequence of historical events. However, this is not the fixed 
and final meaning as its meaning and scope has changed with every user 
and interpreter. It displays Derrida‟s notion of the endless deferral of 
meaning by demonstrating the interpretation web of historical, social and 
cultural contexts. 
In a „historical novel‟ or „historical fiction,‟ history is reconstructed 
and rewritten in a fictional mode. It is an idiosyncratic way of 
contemplating history and its possible meaning. Pertinently, until 
recently, history believed in the supremacy of facts supposed to be 
sacred. The historian‟s job was to examine and analyze these ascertained 
facts. Collingwood in his book The Idea of History writes that “history is 
a kind of research or inquiry… it belongs to what we call the sciences: 
that is, the forms of thought whereby we ask questions and try to answer 
them”11. In answer to the question “How does history proceed?,” 
Collingwood says that “History proceeds by the interpretation of 
evidence: where evidence is a collective name for things which singly are 
called documents, and a document is a thing existing here and now, of 
such a kind that the historian by thinking about it, can get answers to the 
questions he asks about the past events”12. While examining the 
documents and ascertaining facts, the historians believed in utmost 
scientific objectivity and empiricism. In fact, objectivity has been the 
founding principle of the historiographic tradition in the West right from 
the ancient Greek times to the modern period. Historiography, as a 
fundamental social activity, emerged in the 5
th
 century B.C in the writings 
of Greek scholars like Herodotus (484-425 B.C) and Thucydides (455-
400 B.C). This tradition, inaugurated by Herodotus and Thucydides, 
continued until the 2
nd
 century A.D and is popularly known as the 
Classical period of historical writings in Europe. Even before the rise of 
Greek historiography, there existed a certain type of what Collingwood 
preferred to call “quasi-history”13. This is not the history as we see it 
                                                          
11
 R. G. Collingwood, The Idea of History, New Delhi: Surjeet Publications, 2009, p. 
9. 
12
 Collingwood, pp. 9-10. 
13
 Collingwood, p. 14. 
today. Instead of dealing with humans and their actions which are 
traceable to a certain time in the past, the two forms of quasi history, that 
is, Theocratic history and Myth deal with divine actions of an undated 
past. Collingwood writes:  
In Theocratic history humanity is not an agent, but partly an instrument 
and partly a patient, of the actions recorded. Moreover, these actions are 
thought of as having definite places in a time-series, as occurring at 
dates in the past. Myth, on the contrary, is not concerned with human 
actions at all. The human element has been completely purged away and 
the characters of the story are simply gods. And the divine actions that 
are recorded are not dated events in the past: they are conceived as 
having occurred in the past, indeed, but in a dateless past which is so 
remote that nobody knows when it was. It is outside all our time-
reckonings and called „the beginning of things‟14.  
Very often, in the prose narratives of this period, the human actions got 
mixed up with the divine and other supernatural actions. The accounts 
and actions thus established had no historical validity but only the 
sanction of tradition as they were based on beliefs, assertions and 
statements handed down from one generation to another. 
                                                          
14
 Collingwood, p. 15. 
The history proper, that is, scientific history, began with Greek 
historians namely Herodotus and Thucydides in the 5
th
 century B.C. As 
opposed to Theocratic history and Myth, the Greeks wrote history that is 
not legendry but humanistic, the events they narrated are not in a dateless 
past, but events in a dated past. In spite of this, the Greek history is not 
free from legend and myth. Both, in historical writings as well as in 
literary writings, the line between fact and fiction was always blur. 
Homer‟s Iliad, for that matter, is a typical blend of history and fiction. “It 
has been said of Iliad that anyone who starts reading it as history will find 
that it is full of fiction, but equally, anyone who starts reading it as fiction 
will find that it is full of history”15. Similarly, Herodotus is occasionally 
concerned with providing a narrative that is interesting and even 
fascinating. It included ethnographic accounts that often bordered on the 
realm of fantasy. “Herodotus entitled his history by the name of the nine 
Muses; and both he and all the rest that followed him either stole or 
usurped of Poetry their passionate describing of passions, the many 
particularities of battles, which no man could affirm, or, if that be denied 
me, long orations put in the mouths of great kings and captains, which it 
                                                          
15
 Arnold Toynbee, p. 44.  
is certain they never pronounced”16. However, even in such narratives, 
the Greeks tried to be logical and rational. “The Greeks had a passion for 
fidelity which they wished to obtain not through any impulsive or 
intuitive method, but through rational and logical methods”17. They wrote 
history under the double influence of philosophy and poetry, in this way 
they widened its scope. Poetry imparted to their history a fascinating and 
quixotic look, where as philosophy gave it a certain profoundity. What is 
remarkably good about Greek history is not that it contains fantastic and 
other non-historical elements, but that along with these romantic, fictive 
and non-historical elements we have elements of a genuine history. 
Like the Greeks, the Romans too tried their hand at writing history. 
However, there is a gulf of difference between the two. The Greeks had a 
profound thought, critical and analytical approach and a superb style. On 
the other hand, the Romans were merely imitative and pragmatic, mostly 
descriptive, political and utilitarian in outlook. Pertinently the Romans 
thought of history as an art and not a critical science as such they did not 
bother to inquire into the past, see the causes of human actions and view 
                                                          
16
 Philip Sidney, “An Apology for Poetry” in Criticism: The Major Statements, p. 
111. 
17
 Bikash Batacharaya, An Introduction to World Historiography: World Perspectives 
for Students and Scholars, New Delhi: Dominant Publishers and Distributors, 2005, p. 
83. 
the whole as a process of events. This according to Collingwood 
“produces a kind of defeatism about historical accuracy and an 
unconscientiousness in the historical mind as such”18. For the Greek and 
Roman writers, history was unabashedly exemplar history. It was 
educational in purpose and intended as a preparation for life. At best it 
can be described as a narration of memorable events designed to preserve 
the memory and propagate the knowledge of glorious deeds, or events 
that were important to people. 
The period following the classical antiquity and preceding the 
modern era is the medieval period in European history. During the 
medieval period, church became a dominant institution and consequently 
influenced the writing of historical narratives. In Europe, historical 
enquiries were deeply influenced by Christian theology and philosophy. 
The influence was such that even the chronological frames of these 
narratives were based on the dogmatic cannons derived from the Bible. It 
was mostly concerned with explaining the ways of God to Man and 
attempted to explain historical change in terms of transcendental forces. It 
evinced historical process as a working out of God‟s purpose. “To the 
church historian everything that appeared good or bad was a link in the 
long chain of divine planning. Historical phenomena were outside the 
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limits of human control as the church view was charismatic, linear, 
universal and impersonal”19.The church historiography was solely 
concerned with sacred things and showed little interest in any secular or 
profane matters. It was poor history and lacked in reflection and analysis. 
Further, it was highly defective in chronology and the authors of these 
histories were uncritical of the treatment of documentary evidence. They 
accepted in full the sanction of tradition, and since they believed in divine 
intervention, they were inhabited in their analysis of historical causation. 
Owing to all these characteristics, the historiography of this period is 
required to be assessed for its credibility and reliability. Aristotle‟s 
distinction between history and poetry was in vogue even during the 
Middle Ages, as there was a concept of history distinct from poetry, or 
what we now call fiction. This was based upon the criterion of 
truthfulness. A historical truth was not supposed to be based on the 
authenticity and genuineness of facts and events, but was constituted by 
what was willingly believed. Thus, anything that had the sanction of 
tradition as „familiar‟ and „legendry‟ was the historical truth. 
Renaissance and post-renaissance period saw the emergence of a 
new kind of rational and secular approach to history. During this period, 
the new spirit of enquiry, geographical explorations, invention of printing 
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press and other scientific and intellectual revolutions influenced history 
writing. Until the age of Enlightenment, Western historiography, 
however, suffered from some serious weaknesses such as history was not 
viewed in the context of human development and change. Again, there 
was no school of thought and it did not acquire the status of an 
independent discipline. However, In the Renaissance period some 
preliminary work was done by historians and philosophers and 
subsequently, history came to be regarded as a continuous, selective and 
integrated narrative, distinguished both from the mere servile recording of 
facts as well as from poetry, thought to be a work of imagination. 
The credit of evolving a historical methodology goes to the 
German historian Leopold van Ranke (1795-1886). In fact, Ranke today 
is considered the founder of the school of objective history. Ranke 
believed that with this historical methodology one could write objective 
history. He firmly believed that the task of a historian is not to pass 
judgment on the past events but to explain rather „what had actually 
happened‟. He also believed that past should be understood in its own 
terms and not those of the present. The historian should avoid present 
centric concerns while studying the past and should understand what 
issues were actually important to the people of his age. In this way, he 
introduced the notion of historicity. It meant that past has its own nature, 
which is quite different from the present. In this way, he imported new 
dimensions to the craft of history writing and raised the subject of history 
to the pedestal of an independent discipline of theory and practice. Before 
Ranke, the Enlightenment historians like Arouet de Voltaire (1695-1778), 
David Hume (1711-1774) and Edward Gibbon (1737-1794) did little to 
improve the methods of historical research devised by their predecessors. 
Hume and Voltaire lacked any interest in history as a process of 
reconstruction and preservation of the vague and remote past and were 
more interested in the history of their own period. The reason behind such 
a parochial interest was that “with their narrow conception of reason they 
had no sympathy for, and therefore no insight into, what from their point 
of view were non- rational periods of human history; they only began to 
be interested in history at the point where it began to be the history of a 
modern spirit akin to their own, a scientific spirit”20. With this new 
scientific spirit, the historians started thinking critically about history and 
began to regard it “as a special form of thought, not quite like 
mathematics or theology or science”21. With this renewed conception of 
history, historians like Hume and Gibbon embarked on an interesting task 
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of creating new forms of history writing. Since, in the 18
th
 century, 
history emerged as a distinct and independent discipline by parting ways 
with religious and other secular establishments that had so far influenced 
its narrative structure, historians and philosophers started thinking afresh 
about it. While the theorists of history distinguished rigidly between fact 
(that history is based upon) and fancy (faculty of poetry), they did not 
presume historiography as a servile representation of facts unalloyed by 
elements of imagination. Conceding that historical accounts deal with real 
and actual events and episodes of the past, these historians also 
recognized the inevitability of fictive techniques in the representation of 
real events in historical discourses. This meant that imagination, no less 
than reason, had to be employed substantially in any representation of 
truth, and thus the techniques otherwise employed in fiction writing came 
to be regarded necessary in the composition of historical discourses. 
Substantiating this view, Voltaire says that the difference between a 
historian and an epic poet lay only in the nature of the material out of 
which each composes his work. Otherwise, the essential concerns of both 
the historian and a poet are the same, which Includes selection of 
appropriate subject matter, and skillful narrative composition. This period 
coincides with the emergence of novel as a literary genre and a distinct 
form of prose fiction.  While, on the one hand both the historians and 
novelists worked profusely to give shape to and distinguish their 
respective disciplines, they also chose to learn from each other and get 
benefited. Since its emergence, novel writing has maintained its relation 
with history at both the level of form as well as content. In fact, the 
relationship between the two has been complimentary. While the 
novelists took their substance from history, the historians too showed 
their interest in employing most of the artistic techniques of novel writing 
while writing history.  Novelists of this period often pretended to present 
fiction in the guise of history. They went to lengths in order to convince 
the readers that they were offering historical accounts, pretending not to 
have information about characters and events they created. However, they 
also provided information regarding dates, which supports the claim to 
historicity. An important feature of 18
th
 century fiction is the ironic 
distance established between the narrator and the narrative, and the 
complicity set up between the reader and the narrator. While on the one 
hand the historians of this period strived for maximum narrative 
coherence, and to approximate it to the forms of fiction, conversely, some 
novelists were trying to undercut these very forms and conventions by an 
appeal to history. A careful study of the novels of this period and their 
titles reveal an important concern of their writers. It seems as if the 
genuine works of fiction are ashamed to present themselves as what they 
are. Instead, they present themselves as what they are not – some kind of 
a non-fictional form of language. Perhaps the most convenient form of 
this disguise is the presentation of novel as a form of history. In Tom 
Jones, Henry Fielding (1707-1754) refers to his narrative as the 
“historical matter” of his work, that he is intent upon distinguishing “from 
those idle romances which are filled with monsters, the productions, not 
of nature, but of distempered brains”22. Fielding, like certain other 
historians of his time, refused to believe that they share a purpose with 
the writers of romance on one hand and the chroniclers on the other hand. 
Yet, there is a similarity and Fielding, no less than the teller of great 
public events, is a historian: 
It is by falling into fiction, therefore, that we generally offend against 
this rule, of describing probability, which the historian seldom if ever 
quits, till he forsakes his character and commences a writer of romance. 
In this, however, those historians who relate public transactions have the 
advantage of us who confine ourselves to scenes of private life. The 
credit of the former is by common notoriety supposed for a long time; 
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and public records, with the concurrent testimony of many authors, bear 
evidence to their truth in future ages
23
. 
In fact, in line with Aristotle, Fielding too made an imposing distinction 
between the artist and the historian and asserted that the historian deals 
with the particular while the artist deals with the universal. He called the 
historian a topographer or a chronicler as he “describes countries and 
cities […] pretty justly”24. However, as to the characters and actions of 
men, historian‟s writings cannot be called authentic because of “those 
eternal contradictions, occurring between two topographers, who 
undertake the history of the same country”25. As far as a biographer is 
concerned, he does make mistakes with regard to time and place as done 
by Alain Rene‟ Le Saga and Paul Scarron, however, he is generally very 
accurate in the representation of a universally recognizable human nature. 
In accordance with the views of some eminent historians of his day, 
Fielding believed that history should be holistic. It should contain details 
about people, their life and activities, their customs and traditions, and 
emphasized on devising a suitable methodology for arranging these social 
facts and details. In Fielding‟s novels, there is an attempt to work out 
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these arrangements. Fed up with an exact scholarship and an accurate 
depiction of what had actually happened, the historians too borrowed 
from the novelists some of the techniques of novel writing. The historians 
incorporated into their narrative accounts the style and some of the 
techniques of novel writing. They narrate their accounts under the same 
conditions as the novelists of this period did and tried to engage the 
reader as a detached spectator of the historical scene. These historians 
exploited the descriptive method of a novelist and incorporated vast 
social details into their accounts to render them factual and more 
plausible.  As such, for historians like Hume and Gibbon, “literary 
method and a literary sensibility were more important than research”26. 
This blending of history and fiction resulted in a unique alliance of 
objectives and procedure between historians and novelists. As a result 
“both novelists and historians tried to present a plausible world, complete 
in itself, yet directly relevant to reader‟s actual life; both usually asserted 
that their worlds were based on verifiable facts; and both tended to define 
the “truth” they sought in the language of moral precepts”27. 
Following Henry Fielding, a number of novelists exhibited a 
conscious engagement with history and historical material. Amongst all 
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these novelists, Walter Scott can be named as the first novelist who 
consciously engaged himself with historical material and made a massive 
use of socio-historical details in his novels. He employed details from the 
past and mingled them with his own invented characters and episodes to 
write what popularly is known as the „Historical novel‟. Scott‟s historical 
novel, thus, is his personal view of history and its interpretation. By this, 
he creates his own version of the past. In his novels, Scott presents some 
of the most important stages of English history and portrays the struggle 
and antagonism of history through the psychology and destiny of his 
characters taken from popular life. Scott‟s reconstruction of this past is 
based on his personal view of history and in his historical representations, 
we can see that “What led men to think, feel and act in reality, we have to 
remember that this „reality‟ is Scott‟s creation, and not just a replication 
of an already known reality. Scott‟s practice is a concrete and specific 
example of what Fielding called the interpretation of historical reality”28. 
After Walter Scott, the tradition of writing historical novels continued 
with the later generation of novelists like George Eliot, W. M. Thackeray, 
Charles Dickens and Thomas Hardy. George Eliot believed in a kind of 
„vicarious imagination‟ in writing her novels. She takes events and 
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episodes from past and retouches them with her own artistic imagination 
to render them illuminating and intelligible. The events in Middlemarch 
are set amidst a particular time and place, which is the English provincial 
life just before the introduction of the first Reform Bill. The novel builds 
carefully the historical background of the time and place and presents the 
narrator explicitly as a historian. As the novel is overtly based on some 
historical assumptions, in that sense it is a historical novel. However, 
“history is a theme within the story itself, in the historical researches of 
Casaubon, and in the relation of art and history as is put in the discussion 
between Will Ladislaw and his German friend Naumann”29. History, for 
Eliot, is not chaos, but it is governed by no ordering principle or aim. It is 
always open to the recording of those who come later. In almost all her 
novels, history is kept before the reader as the basic analogy for the 
narrator‟s own interpretation. Thackeray, like Macaulay and Hogarth, had 
a novel idea of historiography where history should be familiar rather 
than heroic. Therefore, in his portrayal of historical events, he prefers to 
reveal the normal, sociable habits of everyday life. Dickens and Hardy 
wrote novels full of social details of their time and consequently came to 
be recognized as the chroniclers of their times. Dickens believed in social 
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and moral progress. He does not use well-known historical figures as his 
characters; however, he uses his plots as a myth to examine the historical 
problem through his novels. In line with Fielding, Henry James, the 
famous modern novelist states, “The only reason for the existence of a 
novel is that it does attempt to represent life…as the picture in reality, so 
the novel is history…But history also is allowed to represent life; it is not, 
any more than painting, expected to apologize. The subject-matter of 
fiction is stored up likewise in documents and records, and if it will not 
give itself away, it must speak with assurance, with the tone of the 
historian”30. In the whole plethora of modernist fiction, writers like 
Hennery James, James Joyce, Virginia Woolf, Franz Kafka, Joseph 
Conrad, D.H Lawrence, E.M Forester, Earnest Hemingway and others 
gave a differential treatment to history in their novels. At times history is 
manifest but overtly subsidiary to issues of consciousness, time, art, 
epistemology, sexuality and the nature of self. However, at other times it 
seems to be entirely absent. But in many cases, even when history seems 
to have disappeared the conflicting double imperative – to represent 
history and society and, at the same time, to deny them –has surfaced in 
varying degrees and kinds. From Conrad to Forster, each novelist 
addressed historical problems in his own fictional way. While, in Woolf‟s 
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To the Lighthouse, we see the suppressed and veiled representation of 
chunks of chronological history itself, in Conrad‟s Under the Western 
Eye and Nostromo, we witness a unique metamorphosis of historical 
content into pure fictional form. 
Thus during the 18
th
 century and the beginning of 19
th
 century, 
narrative history and novel shared a substantial common ground and 
exhibited noteworthy parallels. While fiction was presented as a specific 
form of history, historiography had a profound literary tilt and the 
historical works were considered as literary texts. This unique blending of 
actual history and fictional elements gave imagination an importance. 
While writing any historical narratives, the techniques of fiction writing 
came to be regarded as essential for the comprehension of history. 
History, nevertheless, must be related to life, the actual experiences and 
events in the lives of actual people. However, towards the close of 19
th
 
century, some historians felt that the element of imagination and fiction 
somehow reduced the credibility of history as a branch of knowledge. 
The rising dissatisfaction with the excessive use of imagination and other 
fictive elements in historical narratives ushered in the era of „Scientific 
historiography‟. To cleanse history of fictionality, the historians took 
recourse to „Positivistic historiography‟ and focused on the real and 
actual happenings of the past. This resulted in a dichotomous relation 
between narrative history and novelistic narratives, where history 
represented the „real or actual‟ and the novel came to represent the 
„imaginary or fictive‟. The historians of this period focused on the modes 
of representation they thought were objective and realistic. They showed 
an unflinching devotion to facts. Thus in the modern era objectivity 
became the basic principle for writing history. It included an unflinching 
commitment to the reality of the past, and a truthful communication of 
that reality. It also included a sharp distinction between the knower and 
the known, and between history and fiction as the study of the real versus 
the imaginable. The aim of the positivist historiography like that of the 
realistic fiction was to recreate things as they actually were. However, 
most historiographers and literary critics believed that such an effort was 
futile as past can never be recreated, reconstructed, or even described. 
The dictum that facts speak for themselves no more holds true, as it is the 
historian who speaks on their behalf. In the words of Ankersmit, “We no 
longer have any texts, any past, but just interpretation of them”31. In the 
first edition of the Cambridge Modern History (1902), the editor Lord 
Acton expressed the hope that one day a „definitive history‟ of the battle 
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of waterloo would be written. However, in the general introduction to the 
second edition of The New Cambridge Modern History, the editor Sir 
George Clare wrote, “since all historical judgments involve persons and 
points of view, one is as good as another and there is no „objective 
historical‟ truth”32. The prominent historian E H Carr challenged this 
notion of the fixity of facts and defined history as “a continuous process 
of interaction between the historian and his facts, an unending dialogue 
between the present and the past”33. Thus, history no more remains a 
monolithic collection of facts and their flat and fixed interpretation but it 
is the historian who constructs it by abstraction and imagination. In all the 
written narratives of history, the historian determines the subject matter 
of his narrative, the points he specifically chooses to focus on and the 
way he presents his subject matter. When the historian comes to the 
forefront, the chance of writing an objective history is dwindled. “The 
emphasis on the role of the historian in the making of history tends, if 
pressed to its logical conclusion, to rule out any objective history at all: 
history is what the historian makes”34. Both imagination and critical 
thinking of the historian play a pivotal role in history as a mode of 
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reconstruction. Collingwood stressed that “The historian not only re-
enacts the past thought, he re-enacts it in the context of his own 
knowledge and therefore, in re-enacting it, criticizes it, forms his own 
judgment of its value, corrects whatever errors he can discern in it”35. The 
historian weaves the fragments of the past into a new whole which in its 
representation is a purely discursive one. It stressed ahistorical 
representation rooted in fictional settings. This is the typical postmodern 
stance in the discipline of history writing. 
What postmodernism does, as its very name suggests, is confront and 
contest any modernist discarding or recuperating of the past in the name 
of the future. It suggests no search for transcendent timeless meaning, 
but rather a re-evaluation of and a dialogue with the past in the light of 
the present…it does not deny the existence of the past; it does question 
whatever we can ever know that past other than through its textualized 
remains36. 
Postmodernism, which in itself is a continuation as well as a turning away 
from modernism, challenges the objectivity and neutrality of the historian 
and affirms that the very process of interpretation of the past events and 
episodes alters the past in radically different ways. In the words of Carr, 
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“history has no meaning, or a multiplicity of equally valid or invalid 
meanings, or the meaning we arbitrarily choose to give to it”37. 
Postmodernism, which offers a fundamental critique of the conventional 
mode of history writing, sometimes becomes so radical that it tends to be 
anti-history. The main ingredients of history writing such as facts, 
sources, documents and records come under a severe scrutiny. The 
certainty and fixity of history is debunked and the historiography‟s claim 
of affinity with truth is attacked. Lawrence Lerner goes to the extent of 
saying that history is a narrative “blend of observation, memory and 
imagination” and that “historical reality is a special case of fiction, as 
speech is a special case of writing… and nature a special case of 
culture”38. The postmodern philosophy of history bases its arguments on 
poststructuralist theories, which claim the textuality of reality. 
Poststructuralist thought makes it clear that history is a text, a discourse 
of representations that actually are verbal formations. The past can never 
be attained in a pure form as historical events; it can only be reached 
through chronicles and archival documents. Poststructuralist impact 
opens the way to a historicist study of literary texts, analyzing literature 
in the context of social, political and cultural history, and regarding 
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literary history as a part of a larger cultural history. Louis Montrose 
formulates this perception of history in literary studies as a concern with 
the historicity of texts and the textuality of history. She puts it: 
By the historicity of texts, I mean to suggest the cultural specificity, the 
social embedment, of all modes of writing […]. By the textuality of 
history, I mean to suggest, firstly, that we can have no access to a full 
and authentic past, a lived material existence, unmediated by the 
surviving textual traces of the society in question […]; and secondly that 
those textual traces are themselves subject to subsequent textual 
mediations when they are construed as the „documents‟ upon which 
historians ground their own texts, called „histories”39. 
This conception aborts the notion of history as a mere reflection of events 
happening out there. Even though it may seem to represent an external 
reality, history as a text is a construct. Therefore, it is claimed that the 
cultural and ideological representations in texts serve primarily to 
reproduce, confirm, and propagate the power structures of domination 
and subordination, which characterize a given society. As a result, 
history, like literature, comes to be a product of language and a narrative 
                                                          
39
 Louis Montrose, “Professing the Renaissance: The Poetics and Politics of Culture,” 
in The New Historicism, (ed.), H. A. Veeser, New York: Parson, 1989, p. 20. 
discourse that consists of representations of historical conditions and a 
similar power structure. 
Hayden White elaborates on this new concept of history, mainly in 
his Metahistory: The Historical Imagination in the Nineteenth Century 
Europe by founding his arguments on the theories of poststructuralists 
like Roland Barthes, Foucault, Derrida and Gerald Genette. He 
determines the aim of Metahistory as finding answers to questions 
concerning the epistemological status of historical explanations and the 
possible forms of historical representation. For White, “narrative form is 
the only possible form of representation in the writing of history”40. In 
Metahistory, he proposes a theory of narrative that draws parallelisms 
between history and literature. He argues that traditional historiography 
uses the narrative form in which historians convey the knowledge of the 
past and analyzes the “deep structure of the historical 
imagination,”41claiming that all history contains a deep verbal structure 
and that a formal theory is needed to analyze the deep structure. White 
argues that history is essentially fictional. Every attempt to reconstruct 
the past by scholarly means is primarily a „poetic act‟. The past is present 
before us merely in the form of various disjointed chronicles and chaotic 
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episodes. The historian creates a meaningful story out of this chaos. 
There is absolutely no possibility of finding a coherent narrative in 
historical events, however, it is the historian who prepares a unique and 
coherent narrative out of the available set of records and documents by 
suppressing and avoiding certain events, while highlighting some others. 
Drawing heavily on Northrop Frye‟s The Anatomy of Criticism, White in 
his epoch making book Metahistory: The Historical Imagination in 
Nineteenth Century Europe, states that there cannot be any „proper 
history‟, which is at the same time „philosophy of history,‟ so that “the 
possible modes of historiography are the same as the possible modes of 
speculative philosophy” and these modes in turn, “are in reality 
formalizations of poetic insights that analytically proceed them and that 
sanction the particular theories used to gain historical accounts the aspect 
of an explanation”. Therefore, there are “no apodictically certain 
theoretical grounds on which one can legitimately claim an authority for 
any one of the modes over others as being more realistic”. Because of 
this, we are “indentured to a choice among contending interpretative 
strategies in any effort to reflect on history -in -general”42. Thus 
according to White, history is not an objective scientific exercise but a 
literary one and that the so constructed historical narratives are not 
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scientific treatise but „verbal fictions‟. Further, the techniques of fiction 
writing are employed in the writing of history as well. Selection of 
events, characterization, change of time and point of view are some of the 
techniques shared both by the novelists and by historians.  Imagination 
plays an important role in the writing of novels as well as history. It is 
through imagination that the historian makes sense of the past events and 
weaves some of them into a credible story. While White explores 
interesting ways in which historical stories and fictional stories resemble 
or correspond to each other, he does not believe that history and fiction 
are identical. “Histories are concerned with events which can be assigned 
to specific time-space locations, events which are (or were) in principle 
observable or perceivable”43. Fictional writers, on the other hand, are not 
limited to such events. White states that all historical writing is in the 
form of fiction. The historical narratives are „verbal fictions, “the 
counterparts of which are as much invented as found and the forms of 
which have more in common with their counterparts in literature than 
they have with those in science”44. Noting that the historian works with a 
set of raw facts about the past that are not a priori endowed with meaning 
or significance, White suggests that the historical sequence of facts can be 
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emplotted in several ways, so as to provide widely different 
interpretations of these events and to bequeath them with different 
meanings. The idea of emplotment entails the aforementioned role of the 
historian in shaping the stories made out of chronicles according to his 
choice of the most appropriate structure for ordering events into a 
meaningful and complete story. White argues that there exist four 
primary modes of emplotment of methods of historical exposition, all of 
which resemble forms or attitudes of literature: the Romance, the Comic, 
the Tragic, and the Satiric. White states: 
Following the line indicated by Northrop Frye in his Anatomy of 
Criticism, I identify at least four different modes of emplotment: 
Romance, Tragedy, Comedy and Satire.  There may be others such as 
the Epic, and a given historical account is likely to contain stories cast in 
one mode as aspects or phrases of the whole set of stories emplotted in 
another mode. But a given historian is forced to emplot the whole set of 
stories making up his narrative in one comprehensive or archetypal 
story”45. 
The choice of the historian in constructing the past becomes 
manifest by the fact that that the same set of events may be constructed as 
tragic, ironic or comic depending upon the predilection of the historian. 
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White cites the examples of famous historians of the positivistic thought 
itself, and affirms, “Michelet cast his histories in the Romantic mode, 
Ranke cast his in the Comic mode, Tocqueville used the Tragic mode, 
and Burckhardt used Satire. The Epic plot structure would appear to be 
the implicit form of Chronicle itself”46. White further argues that 
historical exposition incorporates four major embracing tropes: Metaphor, 
Metonymy, Synecdoche, and Irony. According to White, “these tropes 
permit the characterization of objects in different kinds of indirect and 
figurative, discourse. They are specially useful for understanding the 
operation by which the contents of experience which resist description in 
unambiguous prose representations can be grasped and prepared for 
conscious apprehension”47. In his analysis, White uses a radically 
poststructuralist and postmodernist theory of language. He states that, “In 
any field of study not yet reduced to the status of a genuine science, 
thought remains the captive of the linguistic mode in which it seeks to 
grasp the outline of objects inhabiting its field of perception”48. Hence, it 
is not the supposedly objective inquiry of the historian into a real subject-
matter, which leads to knowledge about history but rather that the 
knowledge at which the historian arrives, is conditioned by the linguistic 
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mode in which the historian operates.  In “choosing conceptual strategies 
by which to explain or represent his data…the historian performs an 
essentially poetic act, in which he prefigures the historical field and 
constitutes it as a domain upon which to bring to bear the specific 
theories he will use to explain „what was really happening‟ ”49. At the 
level of narrative, the historian imposes an explanation on the past subject 
only to aesthetic and political concerns; the assessment of the individual 
statements referred to above “does not provide us with any way of 
assessing the content of the narrative itself”50. In this way, White shifts 
the very idea of history towards fiction and weakens the distinction 
between the two.  
The postmodern philosophy of history, an understanding of history 
and historiography under the influence of poststructuralist thought, 
constructs the theoretical background to the analysis of historical novels 
written in the postmodern era. Postmodern historical novels insert 
historical documents, events and historical personages into the fictional 
worlds of their works, drawing attention at the same time to this process. 
The blurring of the boundaries between history and novel, or fact and 
fiction is what is eschewed greatly both by the postmodern theorists of 
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history as well as postmodern novelists. A corollary of the fact is that 
there is a deliberately curious mixture of fact and fantasy, and myth and 
reality in the depiction of contemporary politics and history. Novels like 
Burgess‟s Earthy Powers, Thomas‟s The While Hotel, Norman Mailers 
The Armies of the Night, Doctorow‟s Ragtime, Coover‟s The Public 
Burning, and Rushdie‟s Midnight’s Children, are all written in the 
tradition of what Linda Hutcheon calls Historiographic Metafiction. By 
Historiographic Metafiction, Hutcheon means “novels which are both 
intensely self -reflexive and yet paradoxically lay claim to historical 
events and personages”51. Hutcheon coined the term Historiographic 
Metafiction or Metafictional Historiography to depict the postmodern 
submerge of the novel with history, and at the same time, questioning the 
possibility of such a venture. Historiographic metafiction is not only 
concerned with the question of the truth-value of objective historical 
representation but also with the issue of who controls history. Therefore, 
in historiographic metafictions, the idea that historical “facts” are 
constructed ideologically is particularly emphasized. Hutcheon says that 
“All past „events‟ are potential historical „facts,‟ but the ones that become 
facts are those that are chosen to be narrated. […] This distinction 
between brute event and meaning-granted fact is one with which 
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postmodern fiction seems obsessed”52. A postmodernist theory of history 
helps us understand that history invents stories about past events and it 
foregrounds certain events while suppressing some others for ideological 
reasons. Accordingly, in the analysis of postmodern historical novels, the 
metafictive elements, intertextuality, self-reflexivity, non-linear narrative 
and parodic intention foreground this process. Historiographic 
metafictions attempt to use historical material within the parodic self-
reflexivity of metafiction, which aims at undermining realism. A work is 
Metafictional, when it is inter-textual, self-reflexive, and parodies the 
conventions of novel by foregrounding and foreshadowing the narrative 
threads. As the postmodern representation of history becomes self-
conscious, fiction takes on the shape of Metafiction, resulting in the 
versions of the past rendered through narrative procedures different from 
those used by professional historians. Patricia Waugh defines metafiction 
as “fictional writing which self-consciously and systematically draws 
attention to its status as an artifact in order to pose questions about the 
relationship between fiction and reality”53. Metafiction shares the 
poststructuralist concern with the centrality of language in constructing 
everyday reality. As Waugh argues, “language constructs rather than 
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merely reflects everyday life”54. In the novel writing tradition, this leads 
to the existence of a fictional work “which consistently displays its 
conventionality, which explicitly and overtly lays bare its condition of 
artifice, and which thereby explores the problematic relationship between 
life and fiction”55. Thus, the metafictional novels help reveal the fictional 
construction of history by handling historical figures, events, and sources 
and self-conscious narrative at the same time. The questioning of 
historical reality is pursued through the self-conscious construction in 
metafictional novels. Therefore, postmodern Historiographic Metafiction 
is reflective of all the trends that stress a fluid relationship between 
history and fiction. It bridges the gap between historical and fictional 
writings by recombining the two genres. Thus, “What the postmodern 
writing of both history and literature has taught us is that both history and 
fiction are discourses, that both constitute systems of signification by 
which we make sense of the past (“exertions of the shaping, ordering 
imagination”). In other words, the meaning and shape are not in the 
events, but in the systems which make those past “events” into present 
historical “facts”56. Hutcheon argues that postmodernism effects two 
simultaneous moves as “it reinstalls historical contexts as significant and 
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even determining, but in so doing, it problematizes the entire notion of 
historical knowledge”57. 
To sum up, one of the attempts of historiographic metafiction is to 
focus on past events and historical personages that history chooses not to 
include. The excluded events and personages are foregrounded and their 
stories are retold as alternative histories. With this, multiple histories are 
born, since historiographic metafictions write alternative versions of the 
already accepted one. The postcolonial rewriting of history, likewise, is 
an attempt to generate alternative histories of the colonized as opposed to 
the official history of the colonizer. Postcolonial writers and theorists 
believe that the traditional history is used by the imperial powers in a 
discursive way as an instrument to construct reality on behalf of the 
colonizer; and such history inevitably leaves out the histories of the 
colonized. Postcolonial novels that include references to the colonizer‟s 
version of historical facts with a critical distance try to destroy the 
hegemonic accounts of the past by means of introducing the suppressed 
voices of Others, whose histories are silenced under the monology of 
colonizer‟s history. Salman Rushdie‟s novels can be read to illustrate that 
the process of colonization does not simply “impose its rules upon the 
present and the future of a dominated country […] it turns to the past of 
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the oppressed people, and distorts, disfigures and destroys it,”58. This will 
be the argument of my next chapter titled “Postcolonial Historiography 
and Salman Rushdie”. 
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Chapter 2 
Postcolonial Historiography and Salman Rushdie 
The term „Colonial historiography‟ applies to the histories of the 
countries colonized during the colonial rule of the West and also to the 
ideas and approaches commonly associated with the historians who were, 
or are characterized by a colonialist ideology. In essence, colonial 
historiography was part of an ideological effort to denigrate and 
appropriate history of the colonized peoples as a means of establishing 
cultural hegemony and legitimizing colonial rule.  For example, as a part 
of this schematic denigration and appropriation, the continent of Africa 
was labeled as the „Dark Continent‟ in the traditional western 
historiography and the native Africans described as uncivilized, 
barbarian, savage and primitive. The German philosopher Hegel, in his 
famous book Introduction to the Philosophy of History proclaims: 
Africa proper, as far as history goes back, has remained shut up…The 
negro (sic) as already observed exhibits the natural man in his 
completely wild and untamed state. We must lay aside all thoughts of 
reverence and morality- all that we call feeling- if we would rightly 
comprehend him; there is nothing harmonious with humanity to be 
found in this type of character59. 
Hegel goes to the extent of saying that before the advent of the 
colonizers, Africa had virtually no history. He states: 
For it (Africa) is no historical part of the world; it has no development or 
movement to exhibit. Historical movement in it – that is its northern 
part- belongs to the Asiatic or European world what we properly 
understand by Africa, is the unhistorical, undeveloped spirit, still 
involved in the condition of mere nature and which has to be presented 
here as on the threshold of the World‟s History60. 
The purpose behind this denigration and appropriation was to construct 
an image of Africa without a history of their own, in order to justify the 
colonial incursion into the continent and their subsequent subjugation and 
exploitation. This Eurocentric representation of Africa and its inhabitants 
was not limited only to history, rather it found its way in other fields such 
as anthropology, archeology and of course imaginative literatures such as 
novel, drama, poetry and short -story. Many European and British 
novelists, in conformity with their predecessor historians, wrote their 
works within the ambit of colonial consciousness. Joseph Conrad‟s Heart 
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of Darkness, which is based upon his own experience of Belgian Congo 
in 1980, is a truthful account of the conditions in which the „savages‟ of 
Congo lived under the Whiteman‟s imperial rule. The central figure of the 
novel, Mr. Kurtz, represents not only the Whiteman‟s greed and 
commercial mentality, but also the hypocrisy of the Whiteman‟s 
civilizing mission. The novel is an exposition of the European 
exploitation of Africa, but at the same time, its illuminating motive is the 
depiction of the „dehumanized‟ Africans as savages, barbarians, 
indescribable and cannibals, without speech indulging in unspeakable 
rites. Chinua Achebe comments on the novel as a “story in which the very 
humanity of black people is called into question,[…] projects the image 
of Africa as “the other” world, the anti- thesis of Europe and therefore of 
civilization, a place where man‟s vaunted intelligence and refinement are 
finally mocked by triumphant bestiality”61. Yet another novelist of this 
colonial idiom is Joyce Cary. In his novels like Aissa Saved (1932), An 
African Witch and Mister Johnson (1939), Carry presents Africa as “a 
metaphysical space, a Conradian moral hollowness, a depraved „jungly‟ 
zone, ultimately debilitating for Europeans. Empire is the place where 
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white purpose is honed, where character can be made. It is also the place 
where British power and influence are accepted as givens”62. 
Postcolonial literature, as a form of resistance, “negotiates with, 
contests, and subverts Euro-American ideologies and representations”63. 
The term postcolonial is used, in its broader sense “to cover all the culture 
affected by the imperial process from the moment of colonization to the 
present day”64. Postcolonial literary theory, therefore, includes any text 
written in erstwhile colonized societies and also rewritings of literary 
texts from an alternative point of view. This characterization is enough to 
denote the postcolonial practice of “writing back” to ward off the 
Eurocentric bias of literature and literary analysis. However, 
Postcolonialism is also concerned with discourses that construct non-
Western cultures as the West‟s “Other” and help to sustain the 
Eurocentric perspective by marginalizing them. Postcolonialism 
recognizes that the colonized are represented as others and are silenced as 
marginal or peripheral; and tries to contest the methods of thinking that 
silence the colonized. In his epoch making book Orientalism (1979), 
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Edward Said argues that European nations shaped and produced 
knowledge about non-western countries and peoples through personal 
observations presented as scientific truths. Although Said concerns 
himself mainly with the representation of Middle Eastern people, it is still 
argued that through representations of non-western people in writings by 
Europeans, a dichotomy is created between Europe and the Orient. This 
hierarchical dichotomy created through European representations of the 
East describes the Orient in derogatory terms. While the Western is 
projected as superior, the Oriental is pitted as its inferior. As a direct 
result of these representations of the Orient by the Western, the image of 
the non-western emerges as a “construct”, as the West‟s “Other,” which 
establishes the West‟s superiority. Put simply, Said opines, “The Orient 
was therefore not Europe‟s interlocutor, but its silent Other”65. This 
thinking system also draws attention to the political dimension of this 
constructed identity as other. Orientalist representations function to 
exclude the non-western cultures and thus justify and legitimize the 
propriety and modesty of Western imperialism. Therefore, the central 
issue that we should be aware of, according to Said, is that all 
representations are ideologically biased and motivated. Said argues that 
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“any and all representations, because they are representations, are 
embedded first in the language and then in the culture, institutions, and 
political ambiance of the representer”66.This idea implies that there is no 
„true‟ representation free of ideological bias and predisposition because 
“it operates as representations usually do, for a purpose, according to a 
tendency, in a specific historical, intellectual, and even economic setting. 
In other words, representations have purposes, they are effective much of 
the time, they accomplish one or many tasks. Representations are 
formations, or […] they are deformations”67. Edward Said‟s argument is 
partly based on Foucault‟s idea of discourse, the textual nature of reality, 
and the close relationship between knowledge and power. Like Foucault, 
Said  also sees knowledge and power as closely connected with each 
other in that power is exercised through using knowledge discursively, 
because, for Said “knowledge‟ [is] never raw, unmediated, or simply 
objective”68. Obtaining of knowledge in the colonial context is not an 
innocent act of knowing, and it is exploited by the colonizer as the power 
that leads to its establishment and sustenance. 
Said‟s Orientalism gave way to various sorts of postcolonial 
textual analysis looking for ways of subverting colonial representations 
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and recovering the voice of the oppressed and marginalized, and 
producing new modes of representation which can enable this recovering. 
Postcolonial writers and theorists underline the central role that the 
criticism of colonial history should play in their attempts to problematize 
Western grand narratives, and believe that Postcolonialism can be thought 
of as an assessment of history itself. Leela Gandhi asserts that 
Postcolonialism “is a disciplinary project devoted to the academic task of 
revisiting, remembering and, crucially, interrogating the colonial past”69. 
Postcolonial literary critics therefore draw attention to the fact that during 
the hey - day of colonialism, much of the history writing of the colonized 
societies was generally carried out by the European and in pursuit of his 
own interests; and this makes history a discourse entirely Eurocentric 
where the colonized other is disqualified and excluded. This way of 
thinking points to the discursive role that history plays in colonial 
imposition and sustenance. In the colonial condition, history is depicted 
as the narrative through which the colonizing power asserts its hegemony 
over the colonized subject. Leela Gandhi continues, “colonialism, in 
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terms of this logic, is the story of making the world historical, or, we 
might argue, a way of „worlding‟ the world as Europe”70. 
As Postcolonial historiography questions history as a grand 
narrative, it is against the Western historiography which is ideologically 
constructed to claim authority over the colonized other. This is primarily 
seen as the postcolonial challenge to the hegemony of the Eurocentric, the 
so-called official and standard, version of colonial history. The fact that 
postcolonial writing and literary theory endeavor to deconstruct the 
dominant discourses makes them intersect in several ways with the 
movements of Poststructuralism and Postmodernism. This is generally 
regarded as “the appropriation of contemporary post-structuralist 
accounts to the field of post-colonial writing”71. There is a productive 
way of bringing Postmodernism and Postcolonialism together in terms of 
thematic and rhetorical concerns as this will prove to be reinforcing, 
particularly when these are relevant to the issues of marginality. There are 
considerable overlaps in the concerns of Postcolonialism and 
Postmodernism. Linda Hutcheon discusses and analyzes these overlaps in 
three major groups of „formal‟, „thematic‟ and „strategic‟. She argues that 
formal issues such as what is popularly called „magic realism,‟ thematic 
                                                          
70
 Leela Gandhi, p. 171. 
71
 The Empire Writes Back, p. 177. 
concerns regarding history and marginality, and discursive strategies like 
irony and allegory are all commonly shared by both the postmodern and 
the postcolonial writers. Pertinently, they do not bother even if the final 
uses, to which each is put, differ. 
Postcolonialism resists the dominant discourse in the same way as 
Postmodern literature does. It regards grand narratives such as history as 
a colonial tool which imperial powers use to sustain their existence. 
Accordingly, postcolonial writing undermines the validity of the so-called 
objective truth and knowledge. Certain Postmodern techniques which 
question the validity of a single „Truth‟ are also detectable in postcolonial 
writings. The reader is likely to come across discontinuous flashing 
narratives, magic- realism, subversive hilarity, self mockery, intertextual 
allusions, the inclusion and parody of different writing styles, established 
historical events and personages combined with fictional and fantastic 
characters, palimpsest and ekphrasis, and an extensive use of irony in 
postcolonial literary texts. Some particular emphasis must be put on the 
use of irony and parodic intention as rhetorical devices to avert grand 
narratives. Irony is known to have the capacity of working from within a 
discourse and, at the same time, resisting it. As a result of this, it becomes 
a useful strategic tool in subversive texts like Postcolonial literatures. 
While certain devices and techniques of writing are shared by 
postcolonial and postmodern writers, “the uses to which such devices are 
put, or seem to be put, and the direction of their political valency are very 
different”72. This is mostly because postcolonial literature emerges more 
as a direct outcome of the concerns in political issues than postmodernist 
literature does, since the aim of postcolonial literature is politically 
resisting colonialist ideologies while postmodern art is mostly seen as 
apolitical, a playground that demonstrates how reality is a construct like 
the work of art itself. The subversion of grand narratives by postmodern 
literature, however, proves to be a political way of decolonizing the 
imperial discourses for the postcolonial novelist. Self-reflexive, non-
linear narrative, pastiche, and above all inclusion of facts combined with 
fiction, like the other postmodern techniques, take a political direction in 
postcolonialist texts. As such, these “instruments of postmodern writing 
serve as potential decolonizing strategies which invest devalued 
„peripheries‟ with meaning”73. They offer opportunities to the 
postcolonialist writer to undermine colonialism‟s signifying system and 
to lay bare its operation in the silencing and oppressing of the colonial 
other. 
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For the students and readers of contemporary fiction, Salman 
Rushdie has carved out a niche for himself as a great postmodern and 
postcolonial novelist. The particular themes and techniques that Salman 
Rushdie employs in his novels allow him to be labeled both as a 
postmodern and a postcolonial writer. It is an established fact that 
Rushdie‟s use of irony, parody, intertextuality, and exuberant 
carnivalesque imagery and language, along with certain other postmodern 
literary devices has earned him the distinction of being called a typical 
postmodern novelist, at the same time, his particular cultural roots and 
leanings, and the particular subject matter of his fiction have led critics to 
spot him as a consummate postcolonial writer. Postmodernism exhibits 
itself more dominantly in Rushdie‟s novels that ultimately waters down 
the postcolonial politics in his writings at least for the European readers.  
Although Rushdie himself claims that his novels are regarded as realistic 
novels of history and politics by the Europe, yet, his novels always make 
the representational systems of Western thinking their subject matter and 
question their objectivity. History is one of these systems that Rushdie 
parodies and challenges in his novels. As a historiographic metafictionist, 
Rushdie problematizes the traditional assumptions about history. 
Challenging official or documented history aligns Rushdie with the 
postmodern theorists and novelists who question the separation of history 
and fiction into two entirely different discourses. These theorists taking 
cue from post-structuralists affirm that history like other discourses 
cannot escape complicity with factors like subjectivity, politics, cultural 
forces and discursive nature of representation. Rushdie‟s novels 
demonstrate the cognitive constructivism that works in all narratives or 
discourses. Through a creative use of language, literalization of metaphor, 
legitimization of rumor and gossip and ridiculing of „standard history‟, 
Rushdie has again problematized the traditional rigid notions of history. 
The employment of historiographic metafictional mode places Rushdie 
along with many writers in the West but his involvement with history 
cannot be comprehended in western terms alone. His cultural affiliation 
to the sub–continent, however tenuous, further complicates his 
engagement with history. It can be said that his novels, particularly 
Midnight’s Children and Shame, which will be taken up for analysis in 
this chapter, emerge out of the engagement in the discursive use of 
history that has been overriding in literary theory and criticism. Rushdie 
draws on a range of postcolonial theories to fashion new ways of 
conceptualizing the past and to generate alternative forms of writing 
which encompass its difference from the Western way and its 
presentation and its pluralism. The accounts of the historical events in 
Rushdie‟s novels problematize their already known official versions. By 
means of creating alternative explanations and accounts, Rushdie tries to 
subvert the historical account of the colonizer. In Midnight’s Children 
and Shame, the subversion of the so-called objective historical discourse 
is achieved through the intermingling of metafictional strategies and 
historical reality. Midnight’s Children can be analyzed in terms of 
historiographic metafiction, in which “ex-centric” voices that are pushed 
to the sidelines of “official” histories are represented”74. Midnight’s 
Children depicts the attempts of Saleem Sinai to write his autobiography. 
Saleem believes that his body is literally falling apart, so he decides to tell 
his life story in order to give meaning to his life. He regards this as the 
only possible way of getting rid of the cracks and fissures in his body and 
in his identity as well. The novel opens with Saleem‟s confessing the 
exact time of his birth. He feels obliged to utter the fact that he was born 
at the exact time of the independence of India: 
I was born in the city of Bombay … once upon a time. No, that won‟t 
do, there‟s no getting away from the date: I was born in Doctor 
Narlikar‟s Nursing Home on August 15th, 1947. And the time? The time 
matters, too. Well then: at night. No, it‟s important to be more … On the 
stroke of midnight, as a matter of fact. Clock-hands joined palms in the 
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respectful greetings as I came. Oh, spell it out, spell it out: at the precise 
instant of India‟s arrival at independence, I tumbled forth into the 
world
75
.  
As a result of Saleem‟s particular position as a midnight‟s child born at 
the time India gained its independence from the colonial rule of the 
British, his life story goes hand in hand with that of the nation. Saleem 
blends his personal life with the post-independence political life of his 
country, claiming, “I had been mysteriously handcuffed to history, my 
destinies indissolubly chained to those of my country”76. When the novel 
progresses, it is seen that the whole plot is developed according to this 
belief of Saleem, and he is seen as the comic hero of the postmodern 
novel to whom history becomes handcuffed rather than the opposite. The 
repetition of this claim in the novel overemphasizes the significance of 
the relation of his birth to the liberation of the nation itself. Saleem makes 
it known that his birth was celebrated by newspapers, and even the then 
Prime Minister, Nehru wrote a letter to celebrate his symbolic birth. But 
ironically, the reader knows that it is a formal letter with some clichés 
sent to every baby born at the midnight‟s hour along with Saleem. The 
letter and the headings cut from newspapers were hung on the wall of his 
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room, and it reflects the illusory and comic condition in which Saleem 
grows up: 
Newspapers celebrated me; politicians ratified my position. Jawaharlal 
Nehru wrote: „Dear Baby Saleem, My belated congratulations on the 
happy accident of your moment of birth! You are the newest bearer of 
that ancient face of India which is also eternally young. We shall be 
watching over your life with the closest attention; it will be, in a sense, 
the mirror of our own‟
77
. 
This so-called historical importance of his birth gives an opportunity to 
Saleem to comment on the political and historical events in the Indian 
past. Because Saleem is, as he claims, handcuffed to history by his 
accidental birth, his autobiography reflects not only his individual life 
story but also the entire history of post-independence India. This is the 
reason for the presence of historical personages and events in the novel 
that are referred to along with the life story of the protagonist from his 
birth to adulthood; and the mingling of the political with the personal, the 
historical with the fictional, gives way to Saleem‟s “his/story” conflicting 
with the official history of India. All the major events and episodes in 
Saleem‟s life are made to correspond to important political events in 
Indian history; thereby, a parallel relationship is created between the life 
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story of the protagonist and the history of the nation, ironically in 
Saleem‟s imagination because this parallelism is created through mere 
coincidences as Saleem says, “such historical coincidences have littered, 
and perhaps befouled, my family‟s existence in the world”78. Among the 
most prominent past events are the Emergency Rule declared by Mrs. 
Indira Gandhi, the civil war between India and Pakistan, Partition, and the 
Amritsar Massacre. Rushdie also includes various historical figures such 
as Mian Abdullah, General Zulfiqar, Mahatma Gandhi, Nehru, and Indira 
Gandhi as his characters in the novel. 
As Midnight’s Children is about its central figure, Saleem Sinai‟s 
struggle to write his autobiography, the novel is by its very nature about 
fiction writing itself. If one considers “the Chinese box structure”79 that 
Hutcheon puts forward as one of the fundamental elements of 
metafictional novels, it is discernible that Saleem, a fictional character 
himself, composes his autobiography which consists of equally fictional 
elements that he makes up to appropriate the past events into his version, 
hence acting the role of a novelist. He is the narrator in the novel but at 
the same time a writer of his autobiography, and throughout his narration 
he reminds the reader repeatedly of the fictional nature of the story he is 
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telling, by means of his self-reflexive remarks. Above all this, Rushdie is 
there as the writer of the novel and “we” as the readers. This quality of 
the novel makes Midnight’s Children a novel about fiction writing and 
draws attention to its status as an artifact, and the inclusion of historical 
events and personages in the novel‟s metafictional discourse implies their 
fictionality and problematizes them as well. Saleem is highly self-
conscious as the narrator/writer of the novel, which makes it possible for 
him to reflect on his writing process throughout the novel. In the course 
of his narration, Saleem comments on his writing process, particularly on 
the digressive nature of his narrative and the errors he has made. These 
comments make explicit Saleem‟s consciousness of his position as a 
writer and of his writing process. In the following quote, Saleem directly 
refers to his writing as a piece of literature; an autobiography composed 
of fictional elements along with what he actually lived: 
Because I am rushing ahead at breakneck speed; errors are possible, and 
overstatements, and jarring alterations in tone; I‟m racing the cracks, but 
I remain conscious that errors have already been made, and that, as my 
decay accelerates (my writing speed is having trouble keeping up), the 
risk of unreliability grows …in this condition,…because in 
autobiography, as in all literature, what actually happened is less 
important than what the author can manage to persuade his audience to 
believe”80. 
Midnight’s Children as a metafictional novel, with parodic and ironic 
intentions, demands the reader to be an active participant in the creation 
of the text as the narrator wants the reader to fill in certain gaps in the 
novel. Saleem points out his inefficiency as a writer, so he makes it clear, 
in a humorous way of course, that there are points in his narrative which 
the reader must complete on his own: 
I have not, I think, been good at describing emotions – believing my 
audience to be capable of joining in; of imagining for themselves what I 
have been unable to re-imagine, so that my story becomes yours as 
well81. 
The metafictional implications where the narrator is self-conscious are 
used to parody the realistic and historical representation of 
autobiography, historical novels, or history writing because these are 
imitated with a critical distance and are in conflict with the context of the 
novel. The distance and incongruity between the expected representation 
of the past events, maybe in an objective way, and Saleem‟s fictitious 
accounts with self-reflexive comments are conveyed to the reader by the 
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use of irony in Midnight’s Children. Rushdie creates an irony between the 
conventions of autobiography, historical novel, and history writing and 
those of Saleem‟s autobiography. For example, Saleem claims throughout 
the novel that he is narrating the accounts “quite unequivocally,”82 
however, what the reader finds is nothing but fiction and a fairy tale. The 
function of irony in Midnight’s Children is subversive because, according 
to Hutcheon, “there is both a division or contrast of meanings [the 
semantic function of irony] and also a questioning, a judging [its 
pragmatic function]”83. This parodic intention of the writer serves as a 
tool to prove that historical accounts are artifacts. In the following 
citation, Saleem tries to formulate the real reasons for the Indo Pakistani 
war and to stick to the facts; however, what follows is a fictional 
explanation, which forces the reader to question the historical event: 
I am trying to stop being mystifying. Important to concentrate on good 
hard facts. But which facts? […] If it happened, what were the motives? 
Again, a rash of possible explanations: the continuing anger which had 
been stirred up by the Rann of Kutch; the desire to settle, once-and-for-
all, the old issue of who-should-possess-the Perfect-Valley? […] To 
simplify matters, I present two of my own: the war happened because I 
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dreamed Kashmir into the fantasies of our rulers; furthermore, I 
remained impure, and the war was to separate me from my sins.
84
 
Parody in Midnight’s Children not only ridicules and pinpoints the 
process through which Saleem‟s autobiography is constructed but it also, 
as Hutcheon highlights it, makes it possible to yield new ways of 
representing reality. Thus, it enables Rushdie to interrogate the discourse 
of traditional historiography on the one hand, and historical novel on the 
other. It offers new grounds for Rushdie to represent the voice of the 
individual. The metafictional strategies exploited in Midnight’s Children 
highlight its status as an artifact and, by means of metafiction, Rushdie‟s 
novel is able to show historical “reality” as constructed and thus 
problematizes its objectivity. When the novel inserts real historical events 
into the metafictional context of the novel, it questions the boundary 
between so-called fact and fiction. Thus, Metafiction, as a literary 
technique and Rushdie‟s use of parody show that there is no absolute 
truth or objectivity in the representation of the past. 
Like Midnight’s Children, Rushdie‟s Shame can also be read as a 
historiographic metafiction. The novel is “a sort of modern fairy-tale,”85 
as proposed by its narrator. Rushdie brings out in his magic realist novel, 
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written in a fairy tale manner, his satire and criticism against the 
oppressive rule of Pakistani political and military leaders and the damage 
they cause to the emergence of democracy in the country. The novel 
depicts the life of its hero, Omar Khayyam Shakil, who bears the same 
name as the Persian poet, but as the narrator indicates, “no quatrains ever 
issued or will issue from his pen,”86 and through Omar Khayyam, it 
explores the lives of two families who take an active role in the national 
politics of Pakistan. Although the narrator says that his fictional country 
is not Pakistan, the parallelisms he creates and his insistent denials make 
it clear that he is writing about Pakistan and its recent political past. Two 
Pakistans are created in the novel, one fictional and one factual existing 
side by side: 
The country in this story is not Pakistan, or not quite. There are two 
countries, real and fictional, occupying the same space, or almost the 
same space. My story, my fictional country exists, like myself, at a 
slight angle to reality87. 
The reader, however, is expected to know that behind the imaginary 
country as the setting of the novel is Pakistan, as it is implied by the 
narrator‟s play with words through which he creates an intended 
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confusion. Rushdie, in this way, makes it possible to slot in historical 
events and personages into the fairy-tale narrative of the novel, blending 
them with fictional characters to challenge the truth-value of these 
historical “facts” and to create alternative versions of them. The “real” 
Pakistan gives the writer the opportunity to reflect the recent political 
history of the country. Rushdie refers to the political events of the period 
such as the division of India after Independence to allow for the 
formation of Pakistan as a separate independent country, the 1971 war 
and the following secession of Bangladesh, and the execution of Zulfiqar 
Bhutto in 1979; and also inserts actual political figures of the time as his 
characters but under different names. Thus, Iskander Harappa stands for 
Zulfiqar Ali Bhutto, who managed to resume civilian rule after the 
secession of East Pakistan, while General Raza Hyder stands for General 
Ziya ul-Haq, who deposed Zulfiqar Ali Bhutto and sentenced him to 
death, and so became the country‟s third military president. Rushdie uses 
different names for his historical characters or keeps their names untold 
like “General A.” who stands for General Ayub Khan, president during 
1958–69. The narrator, however, implies the resemblances between the 
fictional characters and the factual political figures in Pakistan‟s past. By 
means of this, it becomes possible to read Shame as a „national allegory‟ 
in which the characters of the novel correspond to real political 
personages making room for satire of oppressive dictatorial regimes. 
However, Rushdie handles the historical material in the magic realist 
mode of the novel with a self-reflexive narrator, which points to the 
constructedness of historical facts at the same time. Like Saleem Sinai in 
Midnight’s Children, the narrator in Shame engages in a metafictional 
discourse, makes self-reflexive remarks on the construction of his story, 
and comments on the reliability of his narration as well. He includes 
himself as Omar Khayyam‟s friend, who narrates his story, but he 
problematizes, with self-aware notes, his right to tell the story of Omar 
Khayyam and acknowledges that he made up some of the content: 
Maybe my friend should be telling this story, or another one, his own; 
but he doesn‟t write poetry any more. So here I am instead, inventing 
what never happened to me88. 
When he is forced to answer a question about the three sisters, with 
regard to how they can afford the expenses of a party even though their 
father Old Shakil left them no fortune but debts, the narrator sheds light 
on his omnipresence this time: 
There arises a delicate question: how did they pay for it all? With some 
embarrassment on their behalf, and purely to show that the present 
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author, who has already been obliged to leave many questions in a state 
of unanswered ambiguity, is capable of giving clear replies when 
absolutely necessary, I reveal that Hashmat Bibi […] went to the 
pawnshop89. 
The above self-reflexive comments of the narrator prove that he shapes 
his story as he wants it to be, leaving some information out while 
including some other. As a result, he proves to be an unreliable narrator. 
If we take into account the fact that the novel also sheds light on a certain 
period of Pakistani past, the presence of unreliable narrator gains 
significance. It shows that the narrator narrates events in whatsoever 
order he wishes, and also it is he who determines what to include or 
exclude. Such a discussion is particularly valid in terms of the narrator‟s 
efforts to follow the chronology of the events narrated as it can be 
detectable in linear history writing. However, he cannot accomplish the 
desired chronology in different parts of his narration because he cannot 
avoid digressions. The adoption of digressive writing in Shame, as in 
Midnight’s Children, problematizes the linear and chronological narrative 
in the account of the historical material exploited in the novel. The 
narrator observes selfconsciously: 
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But I have been out of doors for quite long enough now, and must get 
my narrative out of the sun before it is afflicted by mirages or heat-
stroke. […] (it seems that the future cannot be restrained, and insists on 
seeping back into the past.)”90. 
The unreliable narrators in the novels of Rushdie, who conceal what is to 
come next, to narrate everything in its chronological order like a 
historiographer, can be regarded as a parody of a historiographer‟s 
process of constructing past events in a chronologically sequential 
narrative in which “ends must not be permitted to precede beginnings and 
middles”91. In traditional historical novels and historiography, this can be 
avoided by means of the linear narrative, but in Shame the narrator cannot 
avoid revealing things to come before their desired moment in the 
narration. He provides the reader with effects before their causes. For 
instance, he hints at the death of Sufiya Zinobia earlier than it should take 
place in the text, without first mentioning the cause , but afterwards he 
decides to “command this death scene back into the wings at once,”92 and 
tells the reader that “Sufiya Zinobia must wait for a few pages yet”93. The 
reader, therefore, is given a chance to observe the narrator‟s struggle to 
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force them back into their rightful places in the narrative, reminding 
himself “First things first”94. 
Thus, Rushdie‟s concern in both these novels is to dramatize his 
encounter with history. In both Midnight’s Children and Shame, Rushdie 
challenges the notion that any type of historical discourse can make claim 
to accurately representing past events. Like Edward Said, he too believes 
that “description is itself a political act” and “describing a world is the 
necessary first step towards changing it”95. Therefore, he finds historical 
discourse problematic and questionable. Furthermore, he critiques the 
idea of the possibility of an “objective” view of the historical past. Again, 
In Imaginary Homelands, Rushdie writes: 
History is always ambiguous. Facts are hard to establish, and capable of 
being given many meanings. Reality is built on our prejudices, 
misconceptions and ignorance as well as on our perceptiveness and 
knowledge. The reading of Saleem‟s unreliable narration might be, I 
believed, a useful analogy for the way in which we all, every day, 
attempt to “read” the world96. 
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Instead of a selective and monologic history writing in conventional 
historiography, Saleem in Midnight’s Children, for instance, tells his 
story in a way capable of representing the heterogeneity of Indian history. 
His aim is to “encapsulate the whole of reality”97. Midnight’s Children 
declares that there are as many versions of the Indian past as there are 
Indians. This notion has proved to be very liberating for many Indian 
English writers who feel now free to verbalize in a multiplicity of voices 
and write down in a multiplicity of modes. Rushdie throws opens the way 
for alternative versions by deconstructing the grand narrative of 
monologic history both in Midnight’s Children and Shame. Instead of 
rewriting the known history, Rushdie, as Spivak suggests, challenges in 
both his novels the very notion of totalitarian history-writing by both the 
colonizing powers and the nationalists. As a result, Rushdie believes that 
“the novel is one way of denying the official, politicians‟ version of 
truth”98. 
 In his recent novels, Rushdie once again demonstrates his intense 
engagement with history. In his 2005 publication Shalimar the Clown, he 
interrogates the catastrophic history of Kashmir after the partition of India 
and Pakistan in 1947, and deflates the Indo-Pak claims over the valley of 
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Kashmir. Rushdie, while making use of some of the typical postmodern 
and postcolonial literary techniques, provides alternate versions that 
destabilize the dominant discourse on Kashmir. This will be the focus of 
study in my next chapter titled “Shalimar the Clown: The Lost Eden”. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Chapter 3 
Shalimar the Clown: The Lost Eden 
Spanning the globe and darting through history, Salman Rushdie‟s 
Shalimar the Clown published in 2005 is an extensive study of Kashmir. 
Before this novel, the valley of Kashmir has also figured in his Haroon 
and the Sea of Stories (1990), where the Vale of K is a reminiscent of 
Kashmir. Before Haroon and the Sea of Stories, Kashmir is particularly, 
although briefly, mentioned in his much talked about novel Midnight’s 
Children (1982), were Kashmir is the paradise from which Adam Aziz is 
cast out at the very beginning. In Midnight’s Children, Rushdie‟s concern 
about Kashmir is further aggravated through the queer boatman Tai who 
considers himself more a Kashmiri than an Indian and is killed by the 
opposing forces of India and Pakistan in Chhumb in 1947, the year of 
partition. In the concluding paragraph of the first chapter of Midnight’s 
Children, Rushdie writes: 
So let me conclude with the uncorroborated rumour that the boatman Tai 
who recovered from his scrofulous infection soon after my grandfather 
left Kashmir, did not die until 1947, when (the story goes) he was 
infuriated by India and Pakistan‟s struggle over his valley, and walked 
to Chhumb with the express purpose of standing between the opposing 
forces and giving them a piece of his mind. Kashmiri for Kashmiri: that 
was his line. Naturally they shot him
99
.  
While the boatman Tai dies at the time of partition in 1947, Saleem Sinai, 
the protagonist is born on 15
th
 of August, at midnight‟s stroke, and 
throughout the novel becomes a mirror of post-partition India, a 
living/literal metaphor for what happens to India after partition. In a 
similar vein, the two main protagonists of Shalimar the Clown, Noman 
Sher Noman a.k.a Shalimar the Clown and Bhoomi a.k.a Boonyi Kaul 
Noman , are born in the last night of Kashmir under the Maharaja rule. 
Their birth is recounted as: 
Two women gave snowbound birth behind the bushes, attended by a 
well-known local doctor and Sufistic philosopher, Khwaja Abdul 
Hakim, master of medicine both herbal and chemical, traditional and 
modern, Eastern and Western.[…] One boy child, one girl child, one 
trouble-free birth, one fatality
100
. 
The night of their birth coincides with a turbulent event of the Kashmir 
history. On the night of Boonyi and Shalimar's birth, their families are 
performing at a banquet laden with tradition and magic-an event that 
represents the high point of Kashmir‟s syncretic cooperation. The banquet 
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is laid in the honor of the Hindu Maharaja on the occasion of Dasehra, 
celebrating the victory of lord Ram against the demon king Ravan. 
Boonyi‟s father, Pandit Pyarelal Kaul in a philosophical tone tells his 
wife: 
Today our Muslim village, in the service of our Hindu maharaja, will 
cook and act in Mughal- that is to say Muslim- garden, to celebrate the 
anniversary of the day on which Ram marched against Ravan to rescue 
Sita. What is more, two plays are to be performed: our traditional Ram 
Leela, and also Budshah, the tale of a Muslim sultan. Who tonight are 
the Hindus? Who are the Muslims? Here in Kashmir, our stories sit 
happily side by side on the same double bill, we eat from the same 
dishes, we laugh at the same jokes101. 
Then news comes that the Pakistani army has crossed into Kashmir, its 
invasion signaling the end of an idyll. It is the same night when Kabailis, 
allegedly supported by Pakistan army attack Kashmir and march towards 
Srinagar, as a result the autocratic Maharaja has to flee and seek Indian 
help. Rushdie narrates this account in the form of a rumour like this: 
An army of kabailis from Pakistan has crossed the border, looting, 
raping, burning, killing,” the rumours said, “and it is nearing the 
outskirts of the city.” Then the darkest rumour of all came in and sat 
                                                          
101
 Shalimar the Clown, pp. 115-116. 
down in the maharaja‟s chair. “The maharaja has run away,” it said, 
contempt and terror mingling in its voice, “because he heard about the 
crucified man
102
. 
After the Kabaili attack is retreated by Indian army, the tumultuous tragic 
history of Kashmir under Indian rule starts. 
People said terrible things about what the army did, its violence, its 
rapaciousness. Nobody remembered the kabailis. They saw what was 
before their eyes, and what it looked like was an army of occupation, 
eating their food, seizing their horses, requisitioning their land, beating 
their children, and there were sometimes deaths103. 
 Like Saleem Sinai in Midnight’s Children, the tragic story of Noman 
Sher Noman and Boonyi Kaul is largely the story of Kashmir caught 
between the opposing and essentially violent forces and political interests 
of both India and Pakistan.  Rushdie recreates the tragic history of 
Kashmir by making the main characters participate in the process of 
history shaping itself. As the novel proceeds, narrating the accounts of all 
the four major characters, the readers realize that it‟s not only the fate of 
individual characters but also the fate of the whole nation- the personal is 
deeply political. The small but resourceful village Pachigam, a 
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microcosm for the whole of Kashmir, “dies as a result of antagonism that 
are fostered and manipulated by distant national leaders and in pursuit of 
equally distant national ideals”104. 
The novel while dealing primarily with Kashmir has a global scope 
and dimension beginning in Los Angeles and moving relentlessly from 
Los Angeles to Kashmir, to India, France, Germany, England and finally 
back to Los Angeles, with all the four major characters closely linked to 
global developments.  Shalimar the Clown, the legend of Max Ophuls, his 
assassin and his illegitimate daughter and yet another woman who links 
them all, and whose story explains them all, is basically twofold. On one 
plane the novel tells the adventurous story of Maximilian Ophuls, a man 
of enviable intellectual ability and World War II Resistance hero, who 
later becomes the United States ambassador to India. During his visit to 
Kashmir, Max Ophuls meets and falls in love (at least on a physical level) 
with a young Pachigami dancer named Boonyi Kaul. The willing Boonyi 
seizes upon him as her opportunity out of the valley and into an 
anonymous but exciting future. Their scandalous affair has unforeseen 
and terrible consequences, since Boonyi is already married to her 
childhood lover, Noman Sher Noman -Shalimar the Clown. Her infidelity 
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turns Shalimar, a clown and a tightrope walker, into a rage-filled avenger. 
As he had already once threatened Boonyi in an ironic tone, “Don‟t you 
leave me now, or I‟ll never forgive you, and I‟ll have my revenge, I‟ll kill 
you and if you have any children by another man I‟ll kill the children 
also”105 , Shalimar becomes consumed with hatred toward Max, Boonyi 
and their illegitimate daughter India – Kashmira. Trained as a militant, 
Shalimar the clown first kills Boonyi, his infidel wife; and then travelling 
across several countries and fulfilling numerous errands reaches Los 
Angeles where he comes into the employment of Max as his servile 
driver and one fine morning slaughters him on the doorsteps of his 
daughter. After spending many years in the prison, Shalimar finally 
manages to escape, thanks to his childhood adventures of rope-walking as 
a traditional clown. With the intention of a murder, Shalimar breaks into 
the house of India- Kashmira. The novel concludes with the two potential 
assassins pitted, in complete darkness, against each other. On another 
plane, a more gripping one is the narrative of Kashmir itself. Centered on 
the village of Pachigam where Boonyi and Shalimar grow up, the novel 
narrates the tragic fate of Kashmir torn between the destructive Indian 
occupation and Pakistan supported armed liberation movement. The 
sense of tragedy is heightened by foregrounding the belief that before 
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India – Pakistan tussle over Kashmir, it was a remarkably harmonious 
and tolerant society in which Hindu, Muslim, Jewish and Sikh families 
lived together, ate together and intermarried, evoking this harmony 
through a host of literary and cultural allusions, descriptions of food, art 
and history. 
In accordance with F Jameson‟s assertion that “All third world 
texts are necessarily… allegorical, and in a specific way: they are to be 
read as … national allegories”, this novel could virtually be read as a 
national allegory. According to Jameson: 
Third-world texts, even those which are seemingly private and invested 
with a properly libidinal dynamic- necessarily project a political 
dimension in the form of national allegory: the story of the individual 
destiny is always an allegory of the embattled situation of the public 
third-world culture and society”106. 
In Shalimar the Clown, Pachigam, a little village of Bhands and Wazaas 
inhabited by both Muslims as well as Hindus, acts out as an allegory for 
the whole of Kashmir and “the political conflicts with which he (Rushdie) 
is primarily concerned are played out microcosmically in the lives of his 
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central characters”107. The Muslim- Hindu unity and harmony in the 
village is glorified as an ideal state of „Kashmiriyat‟, “a regional spirit of 
communal harmony and cultural syncretism”108. In the novel the 
Surpanch (headman) Abdullah Noman speaks of this Kashmiriyat in the 
following words: 
Abdullah then mentioned Kashmiriyat, Kashmiriness, the belief that at 
the heart of Kashmiri culture there was a common bond that transcended 
all differences109. 
This ideal of Kashmiriyat is further invoked by the romantic love 
between Shalimar, a Muslim boy, and Boonyi, a Hindu girl. At the age of 
fourteen, Boonyi decides to consummate her love for Shalimar. Egged on 
by the ghost of her dead mother, “Go to him… and fade into nothing,”110 
she slips out of her house at night into the wooded hillside of Khelmerg in 
pursuit of her childhood love Shalimar like “a shadow in search of a 
shadow […] who would love and protect her”111. When the youthful 
amorous love affair of Shalimar and Boonyi is exposed by Gopinath 
Razdan, the spy-turned-suitor of Boonyi, the whole village comes out in 
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support of the two lovers. Rather than reacting with outrage, the families 
bless their marriage in a poignant last gasp of Kashmiriyat: 
So we have not only Kashmiriness to protect but Pachigaminess as well. 
We are all brothers and sisters here,” said Abdullah. “There is no Hindu-
Muslim issue. Two Kashmiri- two Pachigami-youngsters wish to marry, 
that‟s all. A love match is acceptable to both families and so a marriage 
there will be; both Hindu and Muslim customs will be observed”112. 
Losing virginity triggers something insolent and reckless in Boonyi that 
attracts the attentions of none other than Max Ophuls, the U.S. 
ambassador to India. Ophuls is an amusing figure popping up all-over 
history-as a French resistance hero, counter-terrorism chief, and 
American diplomat of surpassing polish and dash, simply an irresistible 
man. In the hunting lodge at Dachigam, Max, “the flying Jew, the man 
who had flown the Bugatti racer to safety,”113 falls to the charms of the 
dancing Boonyi Kaul. 
She swung her hips for him and he thought, And I‟m also a married 
man. She swung her hips again and he ceased to think114. 
 Boonyi too willingly gives herself away to the ambassador Max looking 
at him as a bright prospect for her own future. 
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Boonyi in the hunting lodge at Dachigam understood that her dance was 
changing her life, that what was being born in the eyes of the 
moonstruck American ambassador was nothing less than her own future. 
By the time he got to his feet and applauded loudly and long, she knew 
that he would find a way to bring her to him, and all that was left for her 
to do was to make a single choice, a single act of will, yes or no. Then 
her eyes met his and blazed their answer and the point of no return was 
passed115. 
Cashing on the opportunity of an escape from her detested parochial 
village life at Pachigam, Boonyi choose Max over her husband Shalimar 
and starts living as Max‟s mistress in the Roosevelt House at Delhi. After 
negotiating the deal of wants and desires, Boonyi offers herself 
completely to Max.  Looking him in the eyes Boonyi says, “I will do 
anything you want, whenever you want it, she replied in immaculate 
English. My body will be yours to command and it will be my joy to 
obey”116.This scandalous affair with Max at Delhi leaves Boonyi in 
disgrace. Max seduces her, impregnates her and later abandons her. The 
cuckolded husband Shalimar, embittered by the loss of his wife, joins a 
militant outfit backed by Pakistan and gets involved in a guerilla conflict. 
He launches on a journey into the most volatile parts of the subcontinent 
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and becomes trained as a guerilla fighter, thus channeling his rage against 
Boonyi, Max and their illegitimate daughter India-Kashmira. Max 
Ophulas‟s seduction of a Kashmiri girl Boonyi Noman and the 
subsequent licentious adventures, his stuffing and glutting her with food 
and comestibles and his losing interest and abandoning her is an allegory 
of American interest in the third world nations of the world. According to 
Taverson, “America‟s power seduces, its affections imprison, its 
commodities corrupt, and it abandons once it has taken what it wants. 
Boonyi is thus a product of America‟s love for the world”117. After Max‟s 
indifference to Boonyi, Rushdie makes Boonyi herself speak indignantly 
to Max: 
I am your handiwork made flesh. You took beauty and created 
hideousness, and out of this monstrosity your child will be born. Look at 
me. I am the meaning of your so-called love, your destructive, selfish, 
wanton love. Look at me. Your love jokes just like hatred. I never spoke 
of love, she was saying. I was honest and you have turned me into your 
lie. This is not me. This is not me. This is you118. 
The Max- Boonyi plot serves as an effective allegory of US involvement 
in Kashmir affairs. This involvement has a disturbing impact, registered 
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through the distortion of lives of Boonyi and her husband Shalimar. 
While Max abandons Boonyi disgraced, obese and shapeless, 
unacceptable to her husband and family, he indirectly drives Shalimar 
into the hands of fundamentalists, thus bringing a catastrophe in their 
private lives. Their lives fall apart, leading them all to a damned end. 
John Harding in his article “Clowning with a Fatal Flaw” analyzes the 
impact of Max on the lives of the two major characters like this: 
It's not just stylistically that when East meets West the book falls apart, 
but narratively, too, as Boonyi, the only convincing major character, 
suddenly reveals a hitherto undisclosed desire for Western materialism 
and deserts Shalimar for Max, a decision that leads her husband to 
become a terrorist and murder them both, though by then we no longer 
believe in any of them enough to care119. 
Like Rushdie‟s previous novels, Shalimar the Clown is rich in allegorical 
parallels. Like Saleem Sinai and Omar Khayyam Shakil playing as 
metaphors for India and Pakistan in Midnight’s Children and Shame 
respectively; Boonyi too is a literal metaphor for Kashmir in Shalimar the 
Clown. In the novel, Boonyi stands out as the most tragic figure and “She 
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clearly represents Kashmir in its beautiful and then tragic aspect”120. She 
is not only jilted and abandoned by her alluring American suitor, but also 
rejected and ignored by her husband and her family. In fact, under a well 
hatched conspiracy, the whole village closes ranks in declaring Boonyi 
dead officially. Like Boonyi, who is destroyed both by her American 
suitor as well as her own people, Kashmir becomes a casualty as a result 
of “a three way power struggle between US interests, the Indian army and 
Islamic insurgents from Pakistan”121. Thus Rushdie can be seen writing 
contemporary history of Kashmir in the form of a complex comic 
allegory. 
The Eden lost in the novel is Kashmir. As the landlocked valley is 
claimed both of her aggressive neighbors, viz, India and Pakistan, the 
ensuing tussle results in a catastrophe not only of a certain way of life but 
also of life itself in this conflict zone of the world. The epigraph at the 
beginning of the novel “a plague on both your houses” taken from 
Shakespeare‟s Romeo and Juliet foreshadows the plot with a potential 
tragedy. However, as apprehended, the tragedy does not stem from an 
internal Hindu-Muslim confrontation but because of some external forces 
operating for political gains. The trouble begins on the night when 
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Pachigam players and cooks under Abdulla Noman are performing for the 
Hindu maharaja in the Mughal garden. Suddenly the rumour that kabailis 
from across the border have made their way into valley spreads. Rushdie 
describes this historical event in a most subtle magic realist manner.  
In the absence of the great majority of guests, all manner of rumours 
came into the Shalimar Bagh, hooded and cloaked to shield themselves 
against the elements, and filled the empty places around the dastarkhans: 
cheap rumours from the gutter as well as fancy rumours claiming 
aristocratic parentage- an entire social hierarchy of rumours lounged 
against the bolsters, created by the mystery that enveloped everything 
like the blizzard. The rumours were veiled, shadowy, unclear, 
argumentative, often malicious. They seemed like a new species of 
living things, and evolved according to the laws laid down by Darwin, 
mutating randomly and being subjected to the amoral winnowing 
processes of natural selection. The fittest rumours survived, and began 
to make themselves heard above the general hubbub; and in the hissed 
or murmured noises emanating from these survivors, the loudest, most 
persistent, most puissant rumours, the single word kabailis was heard, 
over and over again.122 
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 Rushdie does not stop here. When he narrates the reasons behind the 
Kabaili attack, he takes recourse to rumour and gossip and recounts the 
multiple versions of one historical reality. Rushdie narrates the multiple 
versions of this historic event through the gossips of some of the 
villagers: 
Pakistan has right on its side,” said one rumour, “because here in 
Kashmir a Muslim people is being prevented by a Hindu ruler from 
joining their coreligionists in a new Muslim state”. A second rumour 
roared back, “How can you speak of right, when Pakistan has unleashed 
this murderous horde on us? Don‟t you know that the leaders of Pakistan 
told these cutthroat tribals that Kashmir is full of gold, carpets and 
beautiful women, and sent them to pillage and rape and kill infidels 
while they‟re at it? Is that a country you want to join?” A third rumour 
blamed the maharaja. “He‟s been dithering for months. The Partition 
was two months ago! - And still he can‟t decide who to join, Pakistan or 
India.” A fourth butted in. “The fool! He has jailed Sheikh Abdullah, 
who has sworn off all communal politics, and is listening to that mullah, 
Molvi Yusuf Shah, who obviously tilts towards Pakistan.123 
 Rushdie uses gossip as a literary tool against the claims of historical truth 
and reality, as the reason behind this mode of discourse is the creation of 
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doubt about established versions of reality. Interestingly, for Rushdie 
history is not a ditto narration of events from past to present, but a part of 
memory and imagination, shaping and reshaping it without altering the 
factual details. With this preoccupation, Rushdie incorporates some 
historical personalities and events into a fictional framework, and 
presents weird and contorted points of view regarding history. Therefore, 
what is to be had is not pure history but twisted and diluted facts and 
figures about history. In Shalimar the Clown, Rushdie uses some major 
historical figures and incidents as signposts and weaves a fictional story 
round them. The important figures of Kashmir‟s social and political 
history appear in different shapes in Shalimar the Clown. It reminds the 
reader that besides the world of reality, there is a fictional world were all 
real events take place in a fictional manner. In the novel the account of 
the crucified man is an allegory for a real historical figure Maqbool 
Sherwani who was allegedly tortured to death by the kabailis for 
misleading them. Rushdie recounts the incident with some twist like this: 
The crucified man‟s name was Sopor and he was a simple shepherd. At 
a remote hillside crossroads in the far north the kabaili horde had come 
sweeping past him and his sheep and demanded to know the way to 
Srinagar. Sopor the shepherd lifted an arm and pointed, deliberately 
sending the invaders in the wrong direction. When, after a day-long 
goose chase, they realized what he had done, they retreated their steps, 
found him, crucified him in the dirt of the crossroads were he had 
mislead them […] hammered a final nail through his throat124. 
Not just that, Rushdie uses a magic realist technique to fictionalize some 
of the historical events and show them in a new unfamiliar way. 
Incidentally, critics have pointed out magic realism, with its characteristic 
mixing of real and fantastic, as one of the points of concurrence between 
Postmodernism and Postcolonialism. On the night when the Seventh 
Sarkar, the magician, was going to perform his grand magic trick of 
“hiding from view” 125 the whole Shalimar garden, Pakistan army blows 
up the power station at Mohra plunging the whole valley in pitch 
darkness. Rushdie fantasizes it in a typical magic realist way: 
I came here to do something and I‟m going to do it. The genius of my 
magic will triumph over the ugliness of the times. On the seventh beat of 
my drum, the Shalimar garden will disappear.” He banged the drum, 
one, two, three, four, five, six times. On the seventh boom, just as he 
had foretold, the whole Shalimar garden vanished from sight. Pitch 
blackness descended. People began to scream […], but most people in 
the garden that night thought that he had pulled it off, because on the 
seventh beat of his drum the power station at Mohra was blown to bits 
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by the Pakistani irregular forces and the whole city and the region of 
Srinagar was plunged into complete darkness.126 
Thus through the literal metaphor of Shalimar garden hidden from view, 
the real episode of the blasting away of the Mohra power plant makes 
itself heard. Both the fantastic and the real are present and equally 
demand the reader‟s attention. Again, this state of being reminded 
persistently of the fictionality of the text is a metafictional device so often 
used by Rushdie and other postmodern and postcolonial writers. 
Shalimar the Clown is a novel about loss- the loss of a complete 
way of life. Under a composite set of forces the idyllic life of Pachigam, 
or for that matter the whole of Kashmir, comes to an end as the 
heterogeneous but peaceful and harmonious society falls apart, distrust 
spreads like wild fire, life becomes cheap and death and destruction visits 
too often. The ugly turn of events at Shalimar garden gives Rushdie an 
opportunity to voice his fears about the coming times as Abdulla Noman 
prophesies “the world he knew was disappearing; this blind, inky night 
was the incontestable sign of the times”127 After the happenings of night 
at Shalimar garden, as the paradise on earth- Kashmir falls under the 
clutches of Indian army and Pakistan supported extremists ushering in an 
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era of unabated deaths and communal violence, Rushdie makes a 
prophesy that, “The time of the demons had begun”128. On the one hand 
the occupational Indian army begins to strengthen its occupation and 
impose its hegemonic rule, symbolized through General Hammerdev 
Kachhwaha and his Elasticnagar, and on the other hand the Pakistan 
supported fundamentalists of Iron mullah affect a drastic change in the 
non-communal social fabric of the Pachigam society. The Iron mullah, 
Maulana Bulbul Fakh, made out of scrap iron, with “the sulphurous 
dragon- breath that had earned him his stinky name, fakh”129, starts 
preaching against non-muslims in Kashmir in general and Pachigam in 
particular: “There is the enemy from outside… and then there is the 
enemy hiding in our midst”.130 The mullah and his men sow the seeds of 
discord among the people at Pachigam and destroy the long cherished 
communal harmony and the ancestral ways of living.  
There was no trace of a Shirmal-Pachigam divide, no distinction 
between male and female opinion, only this deep communal rift. The 
Muslim majority eyed their Hindu pandit opponents with a sudden 
distrust that crept uncomfortably close to open hostility.131 
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After the bitter incident in Hasina Yambarzal‟s tent-cum-auditorium, 
Firdous Noman remembers the prophetess Nazarebadoor‟s last prophesy: 
“What‟s coming is so terrible that no prophet will have the words to 
foretell it”.132 Talking to her father in the prophetess‟ hut up the 
mountain, Boonyi could hear, in a subtle magic-realist way, what the iron 
mullah was preaching across the border to his recruits. She tells her 
father: 
The iron mullah says that the question of religion can only be answered 
by looking at the condition of the world. When the world is in disarray 
then God does not send a religion of love. At such times he sends a 
material religion, he asks that we sing battle hymns and crush the 
infidel. The iron mullah says that at the root of religion is this desire, the 
desire to crush the infidel. This is the fundamental urge. When the 
infidel has been crushed there may be time for love, although in the iron 
mullah‟s opinion this is of secondary importance. Religion demands 
austerity and self-denial, says Bulbul Fakh. It has little time for the 
softness of pleasure or the weakness of love.133 
In Rushdie‟s opinion, the worst casualty of this pseudo-religiosity is, of 
course, the Woman. When the Pakistan based militant groups issue 
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posters ordering all Muslim women to observe modesty and don burqa, 
Rushdie highlights it in this way: 
Firdaus Noman shook her head."How can a woman's face be the enemy 
of Islam?" she asked angrily. Anees took her hands in his. "For these 
idiots it's all about sex, maej, excuse me. They think it is a scientific fact 
that a woman's hair emits rays that arouse men to deeds of sexual 
depravity. They think that if a woman's bare legs rub together, even 
under a floor-length robe, the friction of her thighs will generate sexual 
heat which will be transmitted through her eyes into the eyes of men and 
will inflame them in an unholy way." Firdaus spread her hands in a 
gesture of resignation. "So, because men are animals, according to them, 
women must pay. This is an old story. Tell me something else.134 
General Hammerdev Kachhwaha, popularly called „Colonel 
Turtle‟, is India‟s military representative in Kashmir and it‟s his „official‟ 
duty to enforce patriotism upon unwilling Kashmiri subjects. The subjects 
have no option but to agree what the imposing state demands from them. 
Rushdie puts it beautifully but ironically in these lines: 
Elasticnagar was unpopular, the colonel knew that, but unpopularity was 
illegal. The legal position was that the Indian military presence in 
Kashmir had the full support of the population, and to say otherwise was 
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to break the law. To break the law was to be a criminal and criminals 
were not to be tolerated and it was right to come down on them heavily 
with the full panoply of the law and with hobnailed boots and lathi 
sticks as well.135 
In a very satirical tone, Rushdie punctures the fiction of the so-called 
moral high groundedness of India, with which it justifies its claim over 
Kashmir and the slogans of nationalism and national integrity. Rushdie 
puts it: 
Elasticnagar was integral to the Indian effort and the Indian effort was to 
preserve the integrity of the nation. Integrity was a quality to be 
honoured and an attack on the integrity of the nation was an attack on its 
honour and was not to be tolerated. Therefore Elasticnagar was to be 
honoured and all other attitudes were dishonourable and consequently 
illegal. Kashmir was an integral part of India. An integer was a whole 
and India as an integer and fractions were illegal. Fractions caused 
fractures in the integer and were thus not integral. Not to accept this was 
to lack integrity and implicitly or explicitly to question the 
unquestionable integrity of those who did accept it. Not to accept this 
was latently or patently to favour disintegration. This was subversive. 
Subversion leading to disintegration was not to be tolerated and it was 
right to come down on it heavily whether it was of the overt or covert 
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kind. The legally compulsory and enforceable popularity of Elasticnagar 
was thus a matter of integrity, pure and simple, even if the truth was that 
Elasticnagar was unpopular. When the truth and integrity conflicted it 
was integrity that had to be given precedence. Not even the truth could 
be permitted to dishonor the nation. Therefore Elasticnagar was popular 
even though it was not popular. It was a simple enough matter to 
understand.136 
In this passage Rushdie makes a deliberate use of repetitive words and 
circulatory sentences to show the decay of language that according to Y 
Sidiqqi “Rushdie implies that fascism brings with it the decay of 
language itself”.137 Actually Rushdie is mocking the pseudo-reasoning 
and mock mathematical logic with which General Kachhwaha and his 
men justify their violence in the name of nationalism in Kashmir. Again, 
Rushdie lampoons the rationale of the Indian army and the gory methods 
they have adopted to curb the so-called subversive elements in Kashmir. 
In a satirical vein he castigates the Indian General Kachhwaha and the 
Indian army for their unremitting brutal campaign against both civilians 
as well as militants. “The political echelon had sent the word. Every 
Muslim in Kashmir should be considered a militant. The bullet was the 
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only solution”.138 Accusing Indian army of excessive oppression and 
massive human rights violation, Rushdie lambasts the rationale of the 
crackdown in particular when he gives us several accounts of the modus 
operandi of crackdowns evoking chill and awe. 
Village Z came under crackdown and the headmaster of the school was 
picked up, a bastard of the name of A. he stood accused of being a 
militant. He dared to lie and deny it, saying he was not a militant but a 
headmaster. He was asked to identify which of his pupils were militants 
and this man, this self-avowed headmaster, had the nerve to claim not 
only that he did not know about his own students but also that he didn‟t 
know any militants at all. But every Kashmiri was a militant as had been 
laid down by the political echelon and so this lair was lying and needed 
to be assisted towards the truth. He was beaten, obviously. Then his 
beard was set on fire. Then electricity was offered to his eyes, his 
genitals and his tongue. Afterwards he claimed to have been blinded in 
one eye, which was an obvious lie, an attempt to blame investigators for 
a previously existing condition. […] He lost consciousness to avoid 
questioning, so when he woke up they chastised him again. In the end it 
was deemed correct to let him go. He was warned that next time he 
would be killed. He ran away screaming, I swear I‟m not a militant. I‟m 
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a school teacher. These people were beyond saving. There was no hope 
for them.139 
Through this passage Rushdie not only highlights the sad plight of 
Kashmir and its inhabitants, but also the state oppression and propaganda 
of Indian agencies. After committing all these atrocities, they fabricate a 
version of events that seems to victimize the victims further. Rushdie 
goes unabated: 
And the women G, H and I, upon whom the virile wrath of Indian forces 
had been potently unleashed. The bayoneting of the womb of that 
pregnant woman J was scurrilous allegation, however: pure fiction. 
None of the personal on duty that day had carried bayonets; only 
automatic weapons, grenades, knives.140 
Thus it becomes highly unpredictable and even impossible for the outside 
world to actually know what really happened in Kashmir and is 
happening even today. Rushdie seems to be unraveling the apprehensions 
of neocolonialism by focusing on the genocidal tendencies of Indian army 
in Kashmir. In the words of Christopher Hitchens, “Rushdie captures this 
Hobbesian nightmare very well, by means of a reverie of General 
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Kachhwaha”.141 Like a true Postcolonial political novelist Rushdie 
questions some basic things that happened and still continue to happen in 
Kashmir. On the day Indian army pounce on the village Pachigam and go 
on a rampage destroying everything and killing innocent civilians, 
Rushdie‟s outrage reaches to its climax. Unable to do anything, Rushdie 
launches into a flurry of questions: 
Who lit the fire? Who burned that orchard? Who shot those brothers 
who laughed their whole lives long? Who killed the sarpanch? Who 
broke his hands? Who broke his arms? Who broke his ancient neck? 
Who shackled those men? Who made those men disappear? Who shot 
those boys? Who shot those girls? Who smashed that house? Who 
smashed that house? Who smashed that house? Who killed that youth? 
Who clubbed that grandmother? Who knifed that aunt? Who broke that 
old man‟s nose?  Who broke that young girl‟s heart? Who killed that 
lover? Who shot his fiancée? Who burned the costumes? Who broke the 
swords? Who burned the saffron field? Who slaughtered the animals? 
Who burned the beehives? Who poisoned the paddies? Who killed the 
children? Who whipped the parents? Who rapped the lazy-eyed woman? 
Who rapped that grey-haired lazy-eyed woman as she screamed about 
snake vengeance? Who raped that woman again? Who raped that 
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woman again? Who raped that woman again? Who raped that dead 
woman again?142 
In this passage the repetition of questions is contrasted with the emphatic 
statements of relation by the Indian army officer which is an obvious 
attempt at obfuscation of truth. In a very interesting assessment, Y 
Sidiqqi puts forth that “If the language that Rushdie imputes to 
Kachhwaha and the Indian army bespeaks a corruption of political 
culture, the literal destruction of Pachigam, its people, and the ideal of 
Kashmiriyat that they have lived by and stand for, is marked in the novel 
by a breakdown of narrative”.143 The cynicism of Colonel Tortoise makes 
Pachigam a target of his military wrath spearing neither the aged 
sarpanch nor his grey-haired lazy eyed-wife Firdous. Almost everybody 
is killed and the whole village is razed. The cataclysm of Pachigam is not 
actually described visually, but only suggested by questions that 
“emphasizes the limits of the representational possibilities of language”144 
After the day of mayhem at Pachigam, Rushdie makes an attempt to 
locate the village Pachigam. Three attempts in three paragraphs are made 
each one to locate it. First attempt tries to locate it on the official maps of 
Kashmir: “The village of Pachigam still exists on the official maps of 
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Kashmir, due south of Srinagar and west of Shirmal near the Anantnag 
road”. The second attempt locates it in memory: “The village of 
Pachigam still existed on the maps of Kashmir, but that day it ceased to 
exist anywhere else, except in memory”. The third attempt locates it in 
imagination: “The beautiful village of Pachigam still exists”145. In the 
words of Y. Sidiqqi, “Deftly moving between linguistic registers, Rushdie 
probes the representational challenges, the ethical demands, and the 
ontological exigencies of chronicling genocide”146 
In yet another questioning stance, Rushdie dares to ask the why of 
things. The mass exodus of Kashmiri pundits from the valley watched by 
thousands of Indian soldiers like mute spectators gives a chance to 
Rushdie to ask „why‟: 
There were six hundred thousand Indian troops in Kashmir but the 
pogrom of the pundits was not prevented, why was that? Three and a 
half lakhs of human beings of human beings arrived in Jammu as 
displaced persons and for many months the government did not provide 
shelters of relief or even register their names, why was that? …When the 
government finally built camps it only allowed for six thousand families 
to remain in the state, dispersing the others around the country where 
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they would be invisible and impotent, why was that?... There was one 
bathroom per three hundred persons in many camps why was that and 
the medical dispensaries lacked basic first-aid materials why was 
that…and the pandits of Kashmir were left to rot in their slum camps, to 
rot while the army and the insurgency fought over the bloodied and 
broken valley, to dream of return, to die while dreaming of return, to die 
after the dream of return, died so that they could not even die dreaming 
of it, why was that why was that why was that why was that why was 
that.147 
Characteristic of his fiction writing, Rushdie only poses questions without 
providing answers to them. Despite that, the novel beautifully assesses 
the socio-political imbroglio that Kashmir is caught in. According to 
Andrew Taverson: 
Rushdie‟s question asking serves at least two constructive political 
functions. In the first place, the very act of posing the question, of 
bearing witness to atrocity, constitutes a potent political gesture: a 
demand for attention and a demand for redress. In the second place 
Rushdie‟s question asking also functions as a plea: a plea to the Indian 
army not to exploit the situation in Kashmir, a plea to moderate Muslims 
to seek to reform their religion, and a plea to European and North 
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American politicians to create a global political context that helps rather 
than hinders their progress.148 
The central tragedy highlighted in Shalimar the Clown is the 
degeneration of Kashmir, the transformation of an Eden into a hell. The 
story of Shalimar and Boonyi recapitulates this tragedy on a personal 
level. Rushdie uses all the devices of a postmodern novelist to write „his‟ 
version of the tragic history of Kashmir razed and ravaged by the cold-
blooded and malevolent marauders from both India and Pakistan. By 
incorporating the views and opinions, aims and aspirations of common 
Kashmiries, Rushdie interrogates the official version of history that 
justifies Indian control over Kashmir and debunks the myth of 
nationalism and national integrity that are used as a discourse to 
strangulate all the subversive elements with force. By accommodating the 
local point of view and by asking some valid questions, Rushdie‟s version 
of Kashmir story has been able to destabilize the dominant discourse on 
Kashmir. However, the version that Rushdie writes is not the ultimate 
reality of Kashmir. There are many things and realities that Rushdie takes 
for granted. For example, in the novel Rushdie presents the maharaja era 
as peaceful and happy state, the loss of which is mourned by the people 
of Kashmir. The fact of the matter is that maharaja was an autocrat and 
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people were up against him since 1931. Again, in the novel Rushdie 
focuses on the ideal of Kashmiriyat, the spirit of communal harmony and 
cultural syncretism that has been lost with the advent of pro-freedom 
resistance in Kashmir. This seems to be a far of contrivance. The spirit of 
„Kashmiriyat‟ still exists in Kashmir and people from different religions 
still live, pray and celebrate their festivals together. The American hand 
in Afghanistan and other such countries can be considered relevant, 
however, so far as the American involvement in Kashmir politics is 
concerned, it‟s a mere exaggeration. 
As it‟s the preoccupation with Rushdie and his cult of writers to 
distort, fictionalize, and rewrite history employing some of the 
postmodern and postcolonial literary devices to counteract and challenge 
the official versions of history, his latest novel The Enchantress of 
Florence (2008), is set in the 16
th
 century bringing together the 
renaissance Florence and the Mughal India in a most fictional and magic 
realist way. How Rushdie fictionalizes the history of these two periods in 
the framework of the novel will the study of my next chapter titled “The 
Enchantress of Florence: Revisioning History”. 
 
 
Chapter 4 
The Enchantress of Florence: Revisioning History 
The Enchantress of Florence is Rushdie‟s tenth novel. In this novel he 
shows his intense engagement with history. Oddly structured and blithely 
mixing history and legend, the novel is set in the 16th century and 
revolves around the visit of a young gray - haired Italian called „Mogor 
dell‟Amore‟ or „the Mughul of Love‟, to the Mughal emperor Akbar„s 
court. Initially the foreigner pretends to be the ambassador of Queen 
Elizabeth, but later on claims his kinship with Emperor Akbar. Nicolle 
Vespucci, as the Florentine gentleman calls himself, claims to be a long 
lost relative, in fact the uncle of Akbar, born of an exiled Mughal princess 
Qara Köz and a Florentine warrior Antonio Argalia. The story moves 
between continents, with Mogor‟s story about his origins in Medici 
Florence being told alongside that of Akbar‟s court. Basically a mix of 
imagination and reality, the book is populated with a large number of 
historical figures and incidents, all steeped in a fine fictional frame giving 
the novel a quixotic look. The novel chooses to combine myth and 
history, fact and fiction in order to present the historical will and liberate 
history from the shackles of cultural and political hegemony and re-
motivate it.  
The Enchantress of Florence is made up of several narratives 
woven together by a common thread. To begin with, it is the story of 
Akbar, the Mughal emperor, as he struggles to answer the great questions 
of love, life and how to rule his people, what it means to be a ruler, and 
what it means to be human. Secondly, it is the story of three friends, 
Niccolo, Ago and Argalia, growing up in Renaissance Florence, coming 
of age each in their own way. When Argalia is orphaned at the age of 
nine, he leaves Florence to fight alongside a liberator Andrea Doria and 
his band of Gold. Niccolo works hard for success and comes to learn the 
hard way about the ugly side of power and authority; how quickly your 
life and your reputation and status can be taken from you. Ago becomes 
more and more of a homebody, immersing himself in the city as it 
becomes his world and his life, while Niccolo is cast out as the Medici 
regain power after the Republicans lose it. Finally, it is the story of the 
enchantress Qara Koz, and her journey to find her roots. Qara Koz, a 
product of Rushdie‟s poetic imagination, can use the power of her beauty 
to get whatever she wants, but she cannot get back the home and family 
she has lost. Her beauty is so great that she is worshiped and adored by all 
who encounter her. But there is a thin line between the enchantress and a 
witch, and her curse is that the qualities that make people love her can 
make them hate her as well. When a pale, foreign stranger shows up at 
Akbar's door claiming to be related to him, the three threads are finally 
woven together. Throughout the novel we discover parallels between the 
characters' lives. Rushdie also draws a lot of parallels between the two 
cities- Florence and Sikri, the Mughal capital, and subtly re-uses passages 
and ideas in a way that emphasizes the similarities between the east and 
the west rather than their differences. Employing all the typical 
postmodern literary devices like irony, magic realism, parody, pastiche 
and farce, coupled with the theme of „east and west‟ and the search for a 
„new world‟, the novel opens itself up for a characteristic postcolonial 
interpretation. 
The novel begins with a long yellow-haired traveler from Italy 
visiting the court of Mughal emperor Akbar. The traveler has arrived by a 
ship under the command of a Spanish captain George Louis Hauksbank, 
„Lord Hauksbank of that Ilk-which was to say, according to the Scottish 
fashion, Hauksbank of the Hauksbank”149. The Florentine gentleman had 
reached the Scottish milord‟s pirate ship as a stowaway and when found, 
was brought to Hauksbank for judgments.  In the very first meeting the 
stowaway, “Uccello di Firenze, enchanter and scholar,”150 as he calls 
himself, wins not only Hauksbank‟s admiration but also his trust. The 
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encounter between the Florentine stowaway and Lord Hauksbank is a 
historical one and Hauksbank has been identified with a certain captain 
called John Hawkwood. But Rushdie has imbedded it into a fictional one 
with a lot of fictional background. This mixing of the real with the 
fictional and the incorporation of the mythical with the historic enriches 
the literariness of the text and opens the scope up for the free play of 
readers‟ imagination. As such the twin elements of myth and history play 
a dominant role not just in this novel, but also in all postmodern texts.   
After enjoying the comradeship of Hauksbank on the Scottish captain‟s 
ship, the Florentine stowaway, Uccello di Firenze makes captain John 
Hauksbank die as he is said to have made Hauksbank drink laudanum, as 
“he had inserted the laudanum into his host‟s glass,”151 and after robbing 
him of all his valuable possessions, the “beloved objects of virtue”152 
including the long fur coat and the letter from Queen Elizabeth, 
masquerades the role of an Italian ambassador from the Queen of 
England to Akbar‟s court: 
Next to the nameless traveler‟s breast was the treasure of treasures, the 
letter in Elizabeth Tudor‟s own hand and under the personal seal, the 
missive from the Queen of England to the Emperor of India, which 
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would be his open-sesame, his passé-partout, to the world of the Mughal 
court. He was England‟s ambassador now153. 
In the Mughal court at Fatehpur Sikri, the ambassador Niccolo Vespucci 
introduces himself as Mogor dell‟ Amore, “A gentleman of Florence, 
presently on business for England‟s queen,”154 however, the actual motif 
of his visit to Akbar‟s court is to tell the emperor a secret, “a secret which 
only the emperor‟s ear may hear”155. The secret, for which the foreigner 
has crossed oceans and reached the emperor‟s court, may change his fate 
and he is determined to tell it to none other than Emperor Akbar himself: 
Himself a teller of tales, he had been driven out of his door by stories of 
wonder, and by one in particular, a story which could make his fortune 
or else cost him his life156. 
 In the capital city by the golden lake, Mogor dell'Amore risks his life to 
ingratiate himself with the Emperor and in due course, he does unfold a 
fantastic tale about his ancestry and about a secret Mughal princess 
named Qara Köz. The story moves back and forth in time and space, 
blending fact and fiction, using myth and memories for the subversion or 
delineation of truth, and as alternate historical reality. In the words of A. 
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S. Rao, the postmodern fiction which is characterized by „disorientation 
in time‟; „dislocation in space‟ and „distortion of actuality,‟ “the textual 
real is related to historical real not as the imaginary transportation of it, 
but as a product of certain signifying practices, whose source and referent 
is in the last instance history itself”157. As the glorious king orders, “Once 
and for all, spit the damned thing out,” the foreigner astonishes him by 
proclaiming his kinship with him. “That I, my lord, am none other than 
… Your relative by blood. In point of fact: your uncle”158. The surprising 
turn of events allures the emperor into listening to three different stories, 
set separately, the characters of whom meet each other and finally their 
tales are united into one with the arrival in Akbar‟s court of a young man 
who is the narrator, Vespucci, himself. According to Engelbert Jorrisen: 
 The novel comprises at least of four stories, which, quite independent, 
are nonetheless intertwined meticulously, what at first may seem not so 
easily be undone, or to be accepted by the reader, because the stories 
develop in most different historical times - and places. For India this is 
the time of the Mughal emperor‟s grandfather Babur and Akbar‟s own 
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time. For Europe, mainly Italy, and for the “New World”, this is the time 
of Machiavelli, and the parallel time to that of Akbar‟s reign
159
. 
The first story that the long yellow –haired foreigner, Niccolo Vespucci- 
Mogor dell‟ Amore narrates to Emperor Akbar is the story of his 
supposed father Argalia or Arcalia. 
There was once, in Turkey, an adventure prince named Argalia or 
Arcalia, a great warrior who possessed enchanted weapons, and in 
whose retinue were four terrifying giants, and he had a woman with him, 
Angelica160. 
Later on in the novel it becomes known that Argalia, the warrior is the 
contemporary of Machiavelli whose story begins in Florence with his two 
friends: 
In the beginning there were three friends, Antonio Argalia, Niccolo „il 
Machai‟ and Ago Vespucci161. 
After the death of his parents by a plague, Argalia leaves Florence and his 
two friends, Niccolo „il Machai and Ago Vespucci, and joins the band of 
Andrea Doria “leader of the band of Gold, who just then were busy with 
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the liberation of Genoa from the French control”162. After being 
abandoned by Andrea Doria adrift the sea in a little boat during a sea 
battle against the Ottomans, Argalia, the boy is captured by the 
Ottoman‟s and taken into the children‟s prison camp at Uskub. In the 
training camp at Uskub Argalia is turned into a ferocious fighter, a 
Janissary: 
At the age of eleven the hero, the mighty warrior, the Wielder of the 
Enchanted Lance and the most handsome man in the world, became, 
God be praised, a Janissary; the greatest Janissary fighter in the history 
of the Corps163. 
Argalia fought dozens of campaigns first under Sultan Mehmed II and 
then his son Bayezid with success and consequently became the 
commander in chief of the Sultan‟s army. After Bayezid‟s enforced 
retirement and subsequent death, Argalia along with his loyal lieutenants, 
the four Swiss giants Otho, Botho, Clotho and D‟Artagnan and all his 
ferocious janissaries join Selim the Grim and take on Shah Ismail of 
Persia in the battlefield of Chaldiran. It is here that Argalia, the warrior 
hero meets the two ladies from East, Qara Koz and her Mirror: 
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That was how Argalia found them, sitting unveiled and straight-backed 
and alone, facing away from the door of the royal tent at the end of the 
battle of the Chaldiran, and singing a sad song. The princess Qara Koz 
turned to face him, making no attempt to shield the nakedness of her 
features from his gaze, and from that moment on they could see only 
each other and were lost to the rest of the world164.   
The story of Qara Koz-Angelica, the lady black eyes, is yet another 
account that the foreigner Mogor del‟ Amore narrates to Emperor Akbar 
to fill in the gaps in the history of the Mughals. The introduction of the 
myth of Qara Koz is a clear deviation from the traditional historical 
narratives. Rushdie‟s principal aim in this mixing of myth and history is 
the renewal of literary history which demands the removal of the 
prejudices of historical objectivity. Myth strengthens the fictionality of 
the text, while as the historical accuracy justifies the claims of the text as 
based on actuality. In the words of A. S. Rao, “meanings and truths are 
influenced by their historical position and cannot in principle be set apart 
from history. The reality of a literary text lies with the reader‟s 
imagination”165. Adopting a historiographic metafictional mode, 
knowingly disrupting chronology, introducing supernatural occurrences 
and obvious historically inaccurate elements, the novel reminds the reader 
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that history is a relative construct, riddled with subjectivity. Who is Qara 
Koz and how she came to be the mistress of Argalia forms the central 
narrative that Niccolo Vespucci tells Akbar who has been completely 
ignorant of this hidden princess in the history of Mughals. The narrator, 
who claims to be the son of this lost princess of the Mughal household, 
puts it: 
His mother was a princess of the true Chaghatrai blood, a direct 
descendent of Genghis khan, a member of the house of Timur, and the 
sister of the first Mughal Emperor of India, whom she called „the 
Beaver‟
166
. 
The narrator Niccolo Vespucci goes on to narrate the story of his mother 
and claims that: 
His mother‟s name was Angelica and she was, he insisted a Mughal 
princess, and the most beautiful woman anyone had ever seen, and an 
enchantress without compare, a mistress of potions and spells of whose 
powers all were afraid167. 
It so happened that the princess‟ brother, the Beaver King or Babar, was 
once besieged in Samarkand by an Uzbek warlord namely Lord 
Wormwood or Shaibani Khan after he surrendered in front of him. 
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Wormwood-Shaibani Khan demanded that lady black eyes, Qara Koz- 
Angelica be given to him in lieu of a safe passage to Baber out of the city. 
Thus, Angelica, the spoil of the war came into the captivity of Shaibani 
Khan. However, ten years later when Shaibani Khan was defeated by the 
Persian King Shah Ishmael, Angelica passed on into the captivity of Shah 
Ishmael. However, yet another version of the same story is that there was 
not one, but actually two princesses‟ Khanzada and Angelica and her 
mirror, which came into the possession of Shah Ismail of Persia. Shah 
Ismail, as a gesture of friendship returned Khanzada to Babar; however, 
the younger sister, Angelica and her Mirror refused to go back, and as a 
result was obliterated from the pages of history. 
But Qara Koz shook off her sister‟s hand, threw off her veil, and looked 
the young king right in the face. „I would like to stay‟, she said168. 
 Gulbadan reveals the secret to Akbar like this:  
And when Khanzada was captured by Shaibani the little princess and the 
Mirror were captured too, and when Khanzada was liberated by Shah 
Ismail and sent home to Babar‟s court the hidden princess and the 
Mirror remained in Persia. This is why she was erased from our 
family169. 
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Thus this wondrous beauty's adventures in the Middle East and Florence, 
as she conquers the heart of one bloody conqueror after another, becomes 
the core of the novel. She is every man's lubricious dream, at once 
princess, slave and witch, and willing to do whatever it takes to please her 
current lord and to survive. Her sole companion is a servant girl called the 
Mirror, only a tad less beautiful than her mistress, and the sharer of her 
bed. Rushdie draws the character of Qara Koz on the magic realist lines 
by juxtaposing the sharply rendered and detailed elements, in the 
foreground and background, to develop an atmosphere of mystery and 
ambiguity. Her extraordinary beauty that makes men fall in love with her, 
and the magical powers that she uses to enchant others, render the 
ordinary unfamiliar and magical, thus blurring the line between fact and 
fantasy. 
In the company of Angelica –Qara Koz, Argalia survives a 
murderous conspiracy by Selim the Grim, who fearing his extraordinary 
caliber and almost superhuman power, had conspired to execute Argalia 
on the pretext of taking a Mughal princess as the spoil of war. After 
escaping Selim‟s conspiracy, Argalia and Angelica along with their 
Janissaries start towards Florence, the home of the warrior. In a nostalgic 
mode Argalia tells Andrea Doria: 
Home is the sailor, Andrea,‟ ... „Home is the man of war. I have seen the 
world, had my fill of blood, made my packet, and now I‟m going to 
rest‟170. 
But rest is not the pleasure that Argalia can effort. Back home in 
Florence, Argalia seeks the employment of Duke Giuliano, a Medici, who 
had assumed power after the fall of the Republic government, as the 
condottiere general of his army. After Argali takes over this new job, 
Andrea Doria‟s prophesy, “You still think that home, at the end of a long 
journey, is a place where a man finds peace,”171 comes true. Argalia and 
her consort Angelica succumb to yet another conspiracy hatched by 
Lorenzo de‟ Medici who becomes the ruler after the death of the Giuliano 
de‟ Medici. Having his eye on the enchantress Angelica, Lorenzo bribes 
one of Argalia‟s own men called Konstantin the Serb, to assassinate 
Argalia in the thick of battle. However, Argalia is saved by his loyal 
companions and his invincibility continues. In the meanwhile, soon after 
reaching Florence, Angelica who had risen to the status of a goddess with 
a “possibly divine nature,”172 begins to be called a witch. Initially, all the 
people considered her a divine woman with the power of miracles. 
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Many of those who saw her walking the streets claimed to have heard, 
playing all around her, the crystal music of the spheres. Others swore 
that they had seen a bright halo of light around her head, bright enough 
to be visible even in the hot glare of the day. Barren women came up to 
Qara Koz and asked her to touch their bellies, and then told the world 
how they had conceived children that very night. The blind saw, the 
lame walked; only an actual resurrection from the dead was missing 
from the accounts of her magical deeds173. 
This, of course, was a bright time for Qara Koz to live in a devoted 
Florence, as “the idea of the good enchantress, the beneficent, supra-
moral being, who was both goddess of love and guardian of the people, 
took firm hold”174. But then “the darkness would come soon enough,”175 
as “the distance between enchantress and witch was still not great”176. 
With the passage of time, Qara Koz began to show signs of physical and 
spiritual enervation and exhaustion. Ultimately the time came when 
people forgot the miracles and no longer mentioned her sainthood. The 
conclusion was, “Florence has fallen under the sway of a Saracen 
whore,”177 the enchantress Angelica. The death of Lorenzo II by the 
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disease syphilis is attributed to Angelica who no more is an enchantress 
now but only a witch. 
Witch. She bewitched him. He lay with the witch and sickened and died. 
He was not sick before. Witchcraft. She gave him the Devil‟s disease. 
Witch, witch, witch178. 
This leads the crowd of Florence people to have its revenge on the 
enchantress and her guardian. In a fit of rage, Argalia and all his men are 
killed, but not before he had entrusted Angelica and her Mirror to his 
friends „il Machai and Ago Vespucci to be dispatched to safety out of the 
city. Argalia being dead, it is Ago Vespucci with whom the erstwhile 
enchantress of Florence and her Mirror start their final journey into the 
Mundus Novus, the New World. Stranded in the new world for the want 
of a middle passage, Qara Koz dies while her last guardian Ago and 
Mirror continue to age normally. This is how the narrator Niccolo 
Vespucci narrates the death of his mother. 
I was nineteen and half years old at the time of her death and as she slept 
she looked more like my older sister than my parent. But my father and 
the Mirror had continued to age normally. Her magic was no longer 
strong enough to help them resist the temporal forces, just as it was not 
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strong enough to change the geography of the earth. No middle passage 
was found, she was trapped in the new world until she decided to die179. 
It‟s only after the death of his mother, the narrator, reaches the Mughal 
Akbar‟s court to tell the story of his mother and claim his relationship 
with the emperor. 
The young „Niccolo Antonio Vespucci‟, named after his father‟s two 
best friends, set forth to see the world, taking ship hither and yon, 
sometime as a member of the crew, on other occasions as a carefree 
stowaway, learned many languages, acquired a wide variety of skills, 
not all of them within the boundaries of law, and accumulated his awn 
tales to tell180. 
However, Akbar refuses to buy his arguments and declines to admit him 
into his household as he thinks otherwise of the foreigner and his parents.  
The story that the foreigner narrates is what he thinks had happened. The 
story he tells the emperor has been told to him by his dying mother 
Angelica. What actually is the story and who actually is this foreigner is 
revealed by Qara Koz herself when she visits Akbar in his dream. She 
reveals the fact that Angelica was a barren and it was her Mirror that gave 
birth to a girl child Angelica, Angelica by Ago. Her parents make her 
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believe that she was the princess Angelica. In the dream Qara Koz tells 
Akbar: 
The woman who stands before you now, whom you have brought back 
to life, was the first. After that the Mirror raised her child to believe she 
was the thing she was not, the woman the girl‟s mother had once 
reflected and loved181. 
The baby child Angelica, Angelica was raised up by her parents. All of 
them trapped in an unknown world, there was no distinction between a 
father and a husband and they indulged in an incestuous relation: 
The blurring of generations, the loss of the words father and daughter, 
the substitution of other, incestuous words. And the thing you dreamed 
her father did, yes, that was so. Her father became her husband182. 
The child born to Angelica, Angelica through an incestuous relation by 
her father was raised to believe that he was born of a princess Angelica 
who was the younger sister of Baber, the first Mughal emperor. Angelica 
being of the royal blood of Mughals, they send the boy to claim his 
kinship with Mughal Akbar. 
Angelica, Angelica, yes. That was her name. Before she died she sent 
her son to find you to ask for what was not his to demand
183
. 
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With this dream of Akbar and the subsequent clarifications provided by 
Qara Koz, the mystery around the foreigner and his ancestry is solved to 
some extent and all the strands of the story are united. However, as a 
magic realist text, it is preoccupied with the images of borders and 
centers, and works towards destabilizing their fixity. The narrator, who is 
endowed with a fractured and faulty vision of his ancestry and identity, 
reshapes his history through the imaginative reconstruction of the past. 
Thus through the imagination of the narrative writer, it becomes more 
real than actual.  
Structurally, The Enchantress of Florence alternates between the 
Mughal Empire under Akbar and the Renaissance Italy of Machiavelli, 
linking the two via the appearance of a Florentine wanderer, Mogor 
dell'Amore, at Akbar's court in Fatehpur Sikri and the presence in 
Florence of Qara Köz, a Mughal princess with magical powers of 
enchantment. There is no doubt in the fact that the book is a significant 
exploration of the East-West meeting and of cultural pluralism. 
Characters from east are chronologically intertwined with characters from 
western world, along with their culture and religion that they signify. The 
encounter between Akbar and the Mogor is a literal manifestation of the 
connection between East and West, one of the novel‟s thematic strands. 
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“This may be the curse of the human race”, suggests the traveler at one 
point, “Not that we are so different from one another, but that we are so 
alike”184 (italics original). One thing is obvious that here is an attempt to 
reconcile East and West, to bring Renaissance Europe and Mughal India 
into alignment, for “There is no particular wisdom in the East ... All 
human beings are foolish to the same degree"
185
.There are obvious signs 
to prove this alignment, like in the way that the magnificence of Akbar's 
capital mirrors the splendor of Renaissance Florence; in the political 
ambition, wisdom and folly that bedevil both these cities; and even in 
Rushdie's lively accounts of Indian and Florentine whorehouses. Even 
Argalia pronounces the presence of Qara Koz in Florence in these lines: 
She comes here of her own free will, in the hope of forging a union 
between the great cultures of Europe and the East, knowing she has 
much to learn from us and believing, too, that she has much to teach186. 
By bringing the two together, Rushdie tries to tell us that by the end of 
16
th
 century there was not just one Renaissance but actually two. There 
was not just the Florentine society that was ridding itself up of the pope‟s 
authority, but also its mirror on the subcontinent in the court of Akbar. 
Akbar is a Muslim ruler but he is a true secularist who believes that “If 
                                                          
184
 The Enchantress of Florence, p. 137. 
185
 The Enchantress of Florence, p. 286. 
186
 The Enchantress of Florence, p. 276. 
there had never been a God… it might have been easier to work out what 
goodness was”187. 
The Enchantress of Florence provides a peep into the Europe and 
the East in the 16th century, from Florence to India. But the history is 
pulled inside out, flipped over, and re-told in Rushdie's languid fashion. 
Rushdie, like Garcia-Marquez, intertwines actual historical characters and 
events within a story full of magical realism and fantasy. In this novel 
Rushdie mixes history with fiction in order to create a tale of adventure, 
power and romance.  History and myth coexist when the hidden Mughal 
princess and the titular enchantress Qara Koz meets Niccolo Machiavelli, 
and when Argalia battles Vlad the Impaler, aka Dracula. Here again, 
history and legend are mingled, together with an array of allusions to the 
works of painters and poets, particularly to Ariosto's Orlando Furioso, a 
tale of chivalric adventure as fabulous as Rushdie's. One constantly 
questions which details are true and which are products of Rushdie's 
extraordinary imagination. It contains typical postmodern questions 
concerning truth in storytelling and historical reality. In the words of 
Catherine Belsey, “The fictional problematising of history of our access 
to the „facts‟ is so common in recent novels that Linda Hutcheon has 
coined the term „historiographic metafiction‟ and treats it as the paradigm 
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case for postmodern fiction”188. The Enchantress of Florence exemplifies 
it. Akbar's favorite wife Jodha is a product of his imagination, “an 
imaginary wife dreamed up by Akbar”189. That imagination is so strong 
that she becomes real, at least until Akbar's intense love for her 
diminishes. This is a sheer portrayal of the ultimate male fantasy, as well 
as an expression of the way in which imagination becomes real. Rushdie 
mixes reality and fantasy in such a nonstop way that one no longer knows 
where the dream world and the real world begin and end. This book 
possesses the best example of a seamless world in which art and life are 
really mirror images of each other to such an extent that one cannot tell 
the difference between the two. The episode of the painter Dashwant 
painting Qara Koz into life and himself vanishing as an imaginary being 
“in the margins of history”190 is a typical example of the disruption of 
border lines between  real and unreal, life and art. In many ways, The 
Enchantress of Florence is a story about the story, a metafiction that looks 
at the line between invention and reality and crosses it. It may seem like a 
magical fairy tale, but psychologically, invention is behind most of our 
reality. We are all locked, to a certain extent, in our own perceptions, so 
the man or women we love is always partly determined by how we have 
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created them in our own minds. History too, is never entirely factual. 
There are always imaginings, templates, perspectives, and shades that can 
never be black or white. This is the notion that operates with in The 
Enchantress of Florence, and like many modern novelists, Rushdie does it 
in the guise of historical fiction, rather than the other way around. The 
invention drives the research and the facts, so that it‟s innate truths about 
love, power, fear, and desire that push the story forward, rather than the 
research behind the real Akbar. 
The Enchantress of Florence, like Rushdie‟s earlier novels, is not 
devoid of his political ideology and concerns. In this novel, he very much 
shows his concern as a postcolonial novelist while delineating the East-
West encounter. The Europeans assumed role in India could be discerned 
in the descriptions of the European Jesuits. Although Akbar thinks of the 
English and Portuguese rivalry in India as ridiculous, however, there 
seems to be a hidden agenda for both these countries seeking a foothold 
in the subcontinent. If read with attention, the novel contains to some 
extent Rushdie‟s literary discussion and interpretation of colonialism until 
now. In addition to the missionaries sent from Goa to Akbar‟s court, the 
New World as presented in the novel is enough to make us think about 
colonialism that had begun to spread in those days. According to Geetha 
Ganpathy Dore, “The Enchantress of Florence is a metanarrative tale of 
the birth of cross cultures through travel, trade and desire in colonial 
times which shaped the postcolonial and the global world we know 
today”191. In a magic realist frame, Rushdie weaves a text that fuses 
history, fantasy, memory, tradition and other cultural influences to create 
an open ended postcolonial discourse. 
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Conclusion 
It has been argued in the texts analyzed in this study that historical 
fictions written in the postmodern era problematize any clear-cut division 
between fact and fiction and question the objectivity of historical 
representation. The study attempts to show that postmodernism and 
postmodernist historical fictions can offer to contemporary novelists a 
liberating and revisionist site where they can question and rewrite history 
to create alternative versions of the silenced and the „Other‟. At the same 
time, the „new version‟ or the „alternative version‟ itself is not the final 
thing, but as tentative and challengeable as the previous so called official 
versions. This is where postmodernist or the poststructuralist concepts of 
reality come into play in the postcolonial novel. This characteristic 
feature of the genre appeals mostly to postcolonial writers because the 
colonized people are argued to be silenced by the official dominant 
discourse in history. In this context, postcolonial historical fictions can 
create alternative histories of the colonized, conflicting with the 
monolithic history of the colonizer. As this study argues, those historical 
novels which are written by postcolonial novelists that include references 
to the colonizer‟s version of historical facts, with a critical distance, can 
destroy the monolithic accounts of the past by means of introducing the 
suppressed voices of “others” whose histories have been silenced under 
the hegemony and the monology of colonizer‟s history. 
In the light of this analysis of the two select novels of Rushdie, it is 
revealed that he deploys postmodern and metafictional devices to subvert 
the monolithic discourse of history. Midnight’s Children and Shame, as 
postcolonial narratives include the history of the subcontinent with a 
satirical eye and ironically through the self-conscious and unreliable 
narrators of these novels. In line with the postmodernist view of 
historiography and historical novels, Rushdie‟s Shalimar the Clown and 
The Enchantress of Florence have been analyzed as historiographic 
metafictions. It has been argued that these texts include historical material 
along with metafictional self-reflexivity with the purpose of subverting 
the Eurocentric history writing. These postmodernist historical novels 
should be regarded as texts where a synergy is created through their 
postmodern and postcolonial revisions. Written to celebrate the collapse 
of „upper case History,‟ these novels open the way to private histories of 
individuals in history whose stories have remained untold. Pertinently, 
Shalimar the Clown does not only deal with the fate of Kashmir after the 
partition of subcontinent in 1947, but it also includes the private stories of 
Boonyi and Shalimar whose fate strangely coincides with the fate of their 
nation. Here Rushdie uses magic realism and sheer fantasy and comes up 
with his own explanations of the causes that are conflicting with the 
officially accepted “facts”. As a result, he challenges the authority of the 
totalitarian history which Rushdie finds inadequate to reflect the 
multiplicity. The Enchantress of Florence is set in the 16
th
 century and 
the narrator ignorant and uncertain of historical facts cannot manage to 
convey what happened in an objective, linear narrative. Being an 
unreliable narrator, he interpret past events as these events suit his 
purposes, rearranges them, and mingles history with fantasy and magic to 
produce his own version of the past. It has been observed that Rushdie 
blends historical material with the fantastic and magic-realist elements in 
his texts and it can be argued that fantasy is used as a strategic tool for the 
refraction of the monolithic discourse of history, for it gives the writer the 
opportunity to create a subversive site where he can insert the untold 
stories of his characters. In The Enchantress of Florence, he weaves a 
tales of Mughal emperor Akbar, Amerigo Vespucci, Niccolo Machiavelli, 
and Genghis Khan together with the fictional Qara Koz and Argalia so 
beautifully that one wonders why history couldn't do the same. 
The thesis analyzed the two selected texts as double-voiced 
discourses where the dominant voice of history is refracted through 
subversion and gives way to other voices that have been suppressed. 
While analyzing these novels, the thesis looked for the metafictional 
elements of the texts, stressing self-reflexivity, non-linear narrative, and 
parodic intention to pinpoint the refraction and the co-existence of plural 
voices that problematize the boundary between history and fiction, and 
question the monology and claim to objectivity of historical 
representation. Both these novels reflect the postmodernist interrogation 
of objective reality. Both strive to challenge the old established realities 
whose truthfulness we take for granted, and both force their readers to 
question them. 
One could safely conclude that history writing cannot avoid a 
connivance with certain factors like the writer‟s subjectivity, cultural 
forces, and his political leanings and, of course, the discursive nature of 
representation. Historiography and fiction writing, even though different 
genres, share the same site at the creative level where the boundary line 
between fact and fiction is blurred. 
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